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Note on orthography 


Indian technical terms are italicized throughout, and spelt as transliterated from 
their most common Hindi spellings (alternative spellings have not in general 
been noted). 

Transliteration is according to the standard system set out in R. S. McGre¬ 
gor’s An Outline of Hindi Grammar (Oxford 1972/1986, p. 8), in the same 
author’s The Oxford Hindi-English Dictionary (Oxford 1993, pp. xvi-xvii) and 
in R. Snell and S. Weightman’s Hindi (London 1989, p. 5 ff). 

English-style plurals have been employed throughout. The inherent vowel ^a\ 
generally omitted from final syllables in transliterations from Hindi (thus tdl, not 
tala), is included where the transliteration is from a Sanskrit title or author, or 
from a song text (since these vowels are generally pronounced in singing). 

In quotations from works in English, the original spelling and type style have 
been retained. 



Note on music notations 


Music examples are given in a number of different forms, according to the 
information to be presented. Elements of Western staff notation, and of the 
Hindustani notation system devised in the early twentieth century by Pandit 
V. N. Bhatkande, are combined in various ways. 

In all cases tal (metric structure) is indicated according to the Hindustani 
system. In all but the simplest examples, rhythmic notation is given using 
Western symbols. Where necessary either text, instrumental, or percussion 
stroke names {bols\ or sargam (solfege) syllables are included; in a few examples 
melody has been indicated in Western staff notation. 

The symbols used are as follows: 

Tdl structure: Hindustani signs for sam (X), khdlT (0), and tall (numerals 1, 2, 
etc.) are given in the top line of all music examples, and these signs apply to 
everything vertically below them unless otherwise indicated. Mdtrd (‘beat’) 
numbers are given in the second line of most transcriptions, and are referred 
to in the text as ‘m.l, m.2’, etc. Vertical lines separate vibhdgs (sections). 

tali khali 

i ,/ 

3 4 5 6 7 

vibhag 

Rhythmic notation is not generally given for thekds (basic drum patterns), in 
which case the system is as follows. The boh (strokes) of each mdtrd are grouped 
together and the mdtrds separated by spaces. Rests or prolonged strokes are 
indicated by a dash (-), and the mdtrd is divided equally by the sum total of all 
strokes and dashes. Thus: 





XX Note on music notations 

Transcriptions observe the following conventions: 


D 

n 

n 

ya— 


meaniiig 

tie 

slur or phrase marie 
melisma 


> 


y. 


c24 

J = 49+MM 


accent 

repeat (previous matri or vibbiig) 

cycle (avart) number 

matn notated as crotchet (quarter-note); 
49 or more beats per minute 

inmd(melismatic ornament) 




krntan (pull-ofF or hammer-on) 


zamzaim (combination of kmtam) 


Sa Re Ga Ma Pa Dha Ni saigam (sol&ge syllables, in ascending 

s r g m p d n order; superscript dot indicates high octave, 

subscript dot low octave) 


da, ra, diri, dra etc. 


I 


2 


3 


bols (instrumental strokes); da=inward or 
downward, ra=outwani or upward 


j 


ribaf elements 



1 


Introduction 


1.1 A rag performance 

Before any performance of rag music in North India can begin, ^ a number of 
rituals are enacted, marking the time from the entrance of the performers to the 
soimding of the first pitch of the recital. Performers must be introduced—often 
with a lengthy speech, in which the speaker (on behalf of the programme’s patron) 
charts the lineage and lists the achievements and honours of the soloist (and, to a 
lesser extent, accompanists) whose services have been secured for the event. 
Musicians may be presented with garlands, which they will accept gratefully 
before removing as a gesture of humility. Accompanists take the stage, standing 
respectfully until the soloist makes his entrance, acknowledges the audience’s 
welcome, sits and gestures to his colleagues that they should do likewise.^ 

We are still far from ready for the recital to begin. Our soloist must first settle 
into his space—^removing his watch and placing it in front of him, placing a 
notebook with song texts or a case with spare strings and plectra nearby, adjust¬ 
ing microphone positions—all the while trying to focus his concentration on the 
rag to be performed and achieve the state of mind necessary for a good perform¬ 
ance. And then the final timing process begins. Instruments will already have 
been tuned in the course of a sound check, and perhaps retuned back stage. But 
their tuning will inevitably have slipped imder the heat of the stage lights, and in 
any case, a few minutes spent concentrating on the sound of the tdnpurd drone 
enables the musicians to relax and focus their concentration. Once again the 
musicians will take turns, soloist first, and then (with his approval) accompanists. 

The soloist welcomes his listeners and tells them what he is going to present. 
He may simply announce the rdg (mode), or rdg and tdl (metric cycle); or he may 
describe the composition, perhaps suggesting its origins in a particular tradition 
(‘My Guruji taught me... ’) or simply in the past (‘This is a very old composi¬ 
tion ...’). Special gestures of respect may be offered at this point, to honoured 
guests or senior musicians present, or to the artist’s forebears. 

We are now ready for the performance. Rdg performances often begin slowly, 
with the first few phrases doing little more than establishing and emphasizing the 
principal drone note Sa. But the drone itself has, by this point, already become 

* The terms "rag music’, ‘Hindustani music’, and ‘North Indian music’ are used interchangeably in 
this book. 

^ For simplicity’s sake I have used masculine pronouns here and elsewhere to stand for musicians 
and listeners of either gender. 
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thoroughly fixed in the listener’s mind, since it has sounded throughout the 
tuning process—^not just the Sa, and one or two other important pitches such as 
(the fifth) Pa and (the leading note) Ni, but a dense cloud of harmonics produced 
by the tanpurds which seems to envelop performers and audience alike. At this 
moment I sense that the melody is already present in the drone, asking to 
be sung; I hum along with the drone, and feel that I know which rag is to be 
performed before it has been announced. And even when Fm wrong, it seems as 
though the rag actually presented was merely another of several possibilities, all 
latent, all potential. 

For us (the audience), and for the performers, this is how it should be: the 
musicians should not appear to be at work, recalling formal structures or 
grammatical rules for the rag, or counting beats... it should seem as though 
the rag simply emerges, naturally and effortlessly, from the primordial cloud of 
harmonics that is the drone; that the rag is one, a single entity with its own 
character; that the performer merely allows this character to be expressed 
through his actions. Of course it’s not always like that: every musician gives 
workaday performances, has to fulfil commitments when he’s not in the mood, 
when the instruments won’t stay in tune or the room just doesn’t feel right; and if 
he’s professional enough, many in the audience won’t know the difference. But 
when it happens right, it just seems to happen, and performers and listeners feel 
as if they are utterly engaged in the same entrancing, transforming sounds. 

If I put aside any notion of analytical listening, my overriding impression, 
particularly of vocal performance, is of an intricate gestural dance. Melody 
doesn’t simply go, or move, from third to fourth to fifth and back again to third. 
It glides, it swoops and dives, it climbs up and falls back down. The development 
of a rag is a sequence of gestures, figures mimed by the singer as he traces a grace¬ 
ful arc, stretches out an arm to let the melody out before pulling it back. Melodic 
figures seem to have a spatial presence, a presence which is not static but dynamic, 
a tracing of patterns in the air; if a melody has an image (and rags have often been 
painted as human or divine figures), it is an image being viewed, explored, and 
experienced in time by the observer’s eye. It’s not coincidental that images of 
movement aboimd in Indian descriptions of music; the flight of a bird, the rush of 
a waterfall, the gait of God, human or animal, even the rattle of a moving train. 

A musician, for sure, knows he is singing (for instance) the notes Ga Ma Pa, 
Ga; as a listener you may be able to extract this sargam, the soUege code. But you 
don’t, because the melody grabs your attention, not as a succession of pitches 
but as a succession of gestures. Gestural patterns seem to relate to one another in 
almost an organic way, growing out of one another. From time to time new ideas 
or images appear, then for a while each successive gesture emerges as if inevit¬ 
ably from the last, until that sequence has run its course and it’s time to return to 
the refrain and to a state of repose, to take stock and to allow a new idea to take 
shape. As a listener, this is where a moment of magic is experienced, because just 
as that train of thought reaches its final destination, just as the soloist returns to 
the refrain of his composition, you become aware that the drummer is also 
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reaching the cadential point of his sequence, and that soloist and drummer are 
going to reach a point of climax and repose at exactly the same moment. 

For many people, to listen to this music, eyes closed, is the epitome of relaxed, 
contemplative engagement with (and through) music. But I can’t keep my eyes 
off the action, the strands of gestural communication which proceed, simultan¬ 
eously or intermittently. Singers trace figures in the air, raise arms in supplica¬ 
tion, shake violently as they strain to produce gamak tans in their lowest register. 
Listeners raise their arms, palms upward, in admiration, crying ‘wah, wah’ 
(bravo!), congratulating the musicians, or just muttering or sighing their ap¬ 
proval. Performers acknowledge the appreciation, smile to the audience and to 
their colleagues in acknowledgement; accompanists shake their heads and smile. 
The soloist gestures to his drummer to adjust the tempo, to a tanpura player to 
play louder, to one of his accompanists that they may take the lead for a moment 
while he takes a rest. Two tanpura players smile at each other and shake their 
heads in admiration and acknowledgement. Anyone with a free hand may clap 
or slap a thigh from time to time to mark the progress of the tdl. 

As I watch a performance in progress I’m constantly aware of this many¬ 
layered dance of gestures. Physical movements control performance, mediate or 
regulate the social interaction and hierarchy of musicians and listeners, generate 
and respond to musical figures which themselves seem almost to trace a path 
through space. Musical performance in India, perhaps everywhere, is physical, 
embodied, and transactional, it depends on the act of performing and the active 
engagement of listeners. 

Back with our performance, our soloist seems now to have moved on to 
something a little brisker, and more exciting. And as we listen, it seems to get 
faster and faster; the soloist nods to the drummer, who changes his stroke 
pattern and increases the tempo further. We become increasingly aware of this 
process of intensification. 

Those magical coming-together moments are still there, sometimes dramat¬ 
ized by the triple repetitions they call tihdis —darada one, darada two, darada 
THREE, at which point we hit that point of climax and repose they call sam. 
Some people seem to have been counting the tdl out with successions of gently 
sounding claps and silent waves; they don’t seem so amazed, but still smile and 
shake their heads in admiration of the performers’ skill and audacity. The music 
becomes more and more intense imtil, finally, it can go no further and soloist and 
drummer, together, play an incredible, dramatic pattern that seems to be made 
of tihdis within tihdfs within tihdfs, and which ends with a crash, a cheer, a smile, 
and a thunder of applause. 


1.2 Some prefatory remarks 

I hope you will forgive the none-too-subtle sleight of hand by which in the 
previous passage I glossed over the many differences, some slight and others 
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rather significant, between the different genres and styles of Hindustani rag 
performance. Different performances may follow rather different courses, 
some concentrating on the initial unaccompanied dldp for up to an hour or 
even more, others moving on to accompanied, metrical forms within a few 
minutes, some using dozens of tihdis of astonishingly varied form and others 
barely one in an entire recital, and so on. There are some pretty important 
differences between vocal and instrumental performance; sometimes there are 
two soloists; there may be various configurations of accompanists; there may be 
no stage lights or (more rarely) no amplification. But having offered that 
disclaimer, I have to say most of what I wrote above holds for most North 
Indian rag music, most of the time; and I think that for all its generalizations my 
introduction has the merit of concentrating attention (mine as well as yours) on 
the kind of event, and the kind of experience, to which the various theories and 
analyses which follow refer. 

What I hope these comments achieve is a focus on the performative and 
transactional aspects of music. Even in studies of musical time, the analytical 
trap of addressing the product of a musical performance, its form and structure 
as if‘out of time’, is a difficult one to avoid. At any moment in any performance, 
musicians are engaged in an act of music-making, in which they produce sonic 
gestures or utterances. These gestures are generally the result of bodily move¬ 
ment, and they are both expressive (on the part of the performer) and condi¬ 
tioned by the performer’s interaction with his or her physical and social 
environment (including other performers and audience members). (I should 
explain that I use the term ‘gesture’ to refer here to both a physicd action and 
its sonic results.) 

Listeners may respond to these gestures in many ways: to qualities of timbre, 
intonation, dynamics, and so on; to the relationship of a particular gesture to 
what has gone before; and to its relationship to what was expected. Self-evident 
as these observations may seem, the apparent implication that music needs to be 
understood as an ongoing process of performance, interpretation, and interac¬ 
tion, in which listeners play an active role in interpreting structure and meaning, 
is still too often ignored. It seems to me an equally great temptation in ethno- 
musicological analysis, to allow ideological assumptions prevailing in particular 
music cultures to lead us to forget that these conditions must apply to any 
performance. 

This book is concerned with the time dimension of rag music. Since this 
repertoire features rather a complex system of metrical organization {tdJ) a lot 
of the text deals with that dimension of the music—but my study is, or at least is 
intended to be, rather more than that. I’ve tried to write about musical time 
organization on at least three different levels: the organization of performances 
as a whole, the nature and function of metre, and the generation and manipula¬ 
tion of rhythmic patterns. I have also considered the interrelationships between 
these levels: the way rhythmic patterns are generated from or assimilated 
to metrical structure; the contributions of metre and tempo to large-scale 
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organization, and so on. And I have been concerned with rhythm and metre in 
the context of the overall aesthetic aims and ideology of performance—of the 
ideas which shape, directly or indirectly, any performance. 

If I begin the study with one assumption above all others, it is of sameness— 
that human beings in different environments, in making music, have a great deal 
in common with each other. Therefore I have neither set out to make value 
judgements (Indian rhythm is complex, therefore it is good’), nor have I 
emphasized alterity or assumed that a supposed fundamental difference between 
Oriental and Occidental cultures must be reflected in the respective art music 
repertoires. On the contrary: although I find that Indian and Western art music 
repertoires are sufficiently distinct to be to some extent mutually unintelhgible— 
it is extremely difficult, for instance, to follow the more complicated tdl struc¬ 
tures without having been trained to do so—I am convinced that such differ¬ 
ences are the result of the working out within particular cultural contexts of 
subtly different responses to certain universal constraints on music-making— 
such as those on perception, cognition, and memory—slight differences whose 
results are nonetheless compounded over historical time to produce significantly 
different sonic results. 

In rhythm and metre as in other domains, it seems clear that certain mis¬ 
apprehensions have been allowed to spread (amongst Westerners) about Indian 
music. Partly this is a result of simple misunderstanding: because understanding 
depends to some extent on both experience and training. Westerners without 
extensive experience have tended to misunderstand, or completely fail to under¬ 
stand, Indian rhythm. In an earher era this misunderstanding was manifested in 
a behef that, since the music was imintelhgible it must be devoid of form and 
organization. Thus William Hamilton Bird, a collector and arranger of Indian 
songs for the harpsichord, felt moved to complain in 1789 that it ‘cost him great 
pains to bring them into any form as to TIME, which the music of Hindustan is 
extremely deficient in... ’ (from The Oriental Miscellany, quoted by Bor 
1988:56). 

While this impression has long since been dispelled, it has been replaced by a 
view that Indian rhythm is indeed organized, but in such a complex manner that 
a mere Westerner could not hope to comprehend it. In the words of one recent 
author, ‘It is necessary... to say a few words about the mysteries of Indian 
music. Its talas, its rhythmic sequences—incomprehensible for Western listen¬ 
ers—can be as long as 108 beats; yet the Indian ear is constantly aware of where 
the sam falls... as easily as if it were simple 4/4 or 6/8 time’ (Berendt 1987:202). 

It is hardly necessary for me to add that both of these positions are profoundly 
influenced by Western attitudes towards Indian culture current in the late eight¬ 
eenth and late twentieth centuries respectively; the image of the Indian as back¬ 
ward, unsophisticated, and inferior to the European largely gave way over this 
period to that of the Indian as spiritual, mystical, and capable of highly sophist¬ 
icated thought inaccessible to materialistic Western minds. Since I share neither 
of these unfortunate misapprehensions, I would hope that this book would work 
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against them, although I fear that so much of my argument seems to suggest 
complexity that it will inevitably, and inadvertently, reinforce a view I would 
much prefer to challenge. So, let me at least try to make this clear at the outset: 
the rhythmic organization of North Indian rag music is undoubtedly a difficult 
and complicated subject, but I do not see this as in any way a unique or 
distinguishing feature. 

In fact I can think of no objective criteria for judging the relative complexity 
or sophistication of rhythm in, for example, Indian rag music, Western tonal art 
music, and that of African drum ensembles, each of which is organized accord¬ 
ing to a subtle and complex system (only parts of which, in each case, are 
verbalized or notated). The distinctive feature of the first, at the risk of simplifi¬ 
cation, is that it uses metric structures both more various, and at times more 
complex than either of the others, and that those metric structures are explicitly 
specified to a greater degree. But to say that rhythmic organization as a whole is 
more complex in rag music than in any other repertoire would be a misconcep¬ 
tion, and show a lack of understanding of the variety of levels of organization 
found elsewhere, and of the very different ways in which broadly comparable 
levels of complexity can be realized in different repertoires. As an instance, I 
might say that the fact that Indian metric structures appear, on the whole, more 
elaborate than those of Western music, has its obverse side, namely that the 
subtlety and ambiguity of metre encountered in some Western music far exceeds 
that of Indian music. To an educated listener, there can be no metrical ambiguity 
in Indian music, which together with the apparent rigidity of the tal structures 
closes off various possibilities exploited in the European tradition.^ 

Returning to my earUer point, nor do I take as a given the structuralist 
position that certain underlying cultural patterns are reflected in music sounds. 
As an instance of this, the argument has been put forward that (if I may 
paraphrase a little crudely) Indian people subscribe to Hindu thought, which 
has certain specific things to say about (for instance) the nature of time; that in 
any culture music reflects such ideas; and that therefore a Hindu world-view is 
encoded in Indian music. 

I have always foimd the coherent simplicity of such an argument deeply 
attractive, and yet must admit to being troubled by a number of significant 
difficulties. Can we speak of Indians as a mass, Indian culture as a homogeneous 
whole, the ‘Indian mind’ as one, when the evidence of variety and difference and 
of the indeterminate boundaries of the ‘Indian’ is quite unavoidable? Can we 
assimilate ‘Indian’ thought to a particular set of ancient Hindu doctrines, when 
not only are many Indians Muslim, Sikh, Christian, or atheist, but the very 
nature of Hindu belief and practice has changed markedly since those doctrines 
were first expressed? If music reflects deep cultural patterns (whatever those 
patterns may be), how does that happen? (While it’s conceivable that one can 

^ If this sounds like an extreme relativist position—^all music is equally complex—^that is not my 
intention. Rather, I am suggesting that we have no objective measure for complexity and that an 
apparent ‘deficiency’ in this respect may be illusory. 
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consciously create a piece of music to ‘reflect’ an abstract idea, and this has 
happened in many different places at different times, surely in most cases the 
mechanism would have to be quite unconscious.) 

Along rather similar lines, David Epstein takes as one of the principal assump¬ 
tions of his recent study of time in Western tonal music the proposition that 
‘musical time is a special case of time in general’ (1995:21), and can therefore be 
expected to reflect contemporary philosophical speculations and scientific the¬ 
ories on the subject. While this position helps to generate many fascinating 
insights, it does perhaps put the cart before the horse. For me, music cannot 
simply reflect time in general: rather, musical time is the result of a negotiation 
between physical and psychological constraints on the one hand, and human 
individuals’ attempts to describe and order their experience on the other. Cul¬ 
tural norms and ideologies undoubtedly have an important part to play in this 
process, but they cannot be a simple determinant of musical structure; nor can 
the nature of time actively determine (rather than constrain) musical structure. 

Abstract ideas can certainly come to be represented in (or perceived in) 
musical structures, and patterns experienced in other realms of life may also 
be felt in music. However, this kind of cultural symbolism can never be absolute. 
The structure of a piece of music, let alone its meaning, can never be fixed since it 
inevitably depends on the interpretation (conscious or unconscious) of the 
listener. If music reflects deep cultural patterns in any meaningful way then 
those patterns must be perceived by the listener; and yet a listener may perceive 
such patterns partly because of a predisposition to interpret any event in terms 
of a limited number of archetypal patterns (in other words, the ‘deep’ pattern 
resides in the hearer rather than in the musical sounds); moreover he may be 
inclined to hear certain things in music because he has learned from the prevail¬ 
ing ideology that they are expected to be there (the hearer perceives the pattern 
he believes must be there). To separate patterns in music from patterns in the 
listener, and to separate features necessarily in the music from patterns expected 
to be in the music, are not easy tasks. For this reason, I suggest that the idea of 
music as symbolically representing cultural ideologies is both necessary and 
deeply problematic. This theme, and the others outlined above, is one to which 
I will return. 


1.3 The aims and scope of the present study 

Research on North Indian rhythm in modem times has been limited, and for the 
most part superficial."^ The basic information on tal found in many published 

^ This is true both of Indian musicology and Western ethnomusicology (if indeed there can be a 
clear division between the two). The most extensive recent Indian study is that of Subhadra 
Chaudhary (1997), who describes the modem North Indian tal system (and those of several other 
Indian traditions) in the context of ancient and medieval theory. The overwhelming majority of 
Indian writers who address the topic of tdl do so by reproducing and/or compiling in written form 
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works does not in itself add up to a theory of rhythm and metre, any more than 
description of the European system of bars and time signatures constitutes a 
theory of rhythmic organization in Western art music. I have tried to go far 
beyond such discussions in this book, and I hope in doing so to complement the 
impressive body of recent work on time in Western music theory^ and in music 
psychology, as well as in ethnomusicology.^ 

I have set out to present a theoretical model of the rhythmic organization of 
North Indian art music, from the perspective of one who has spent many years 
studying, playing, listening, and responding to this music, not to mention dis¬ 
cussing music with rather more capable performers than myself. It therefore 
synthesizes the perspectives of Indian theory, as expressed in written works and 
in oral tradition, with analytical perspectives from Western music theory, eth- 
nomusicology, and cognitive psychology. Indian theoretical concepts lie at the 
core of my description, yet I hope to have made the result intelligible to both an 
Indian and a non-Indian readership. 

The music with which this study is concerned is that of the so-called ‘classical’ 
genres of Hindustani music. These include vocal genres such as dhrupad, dhamar, 
sadra, khydl, tardna, and thumri, as well as instrumental music including both 
gats and adaptations of vocal forms. Solo percussion performance is excluded 
from detailed discussion, as is kathak dance, and vocal genres such as g% ghazal 
qavvdlf, and bhajan, which are generally considered to lie beyond the boundaries 
of the ‘classical’—there are nonetheless a number of occasions where I have 
referred to one or other of these genres. The distinction between the ‘classical’ 
music discussed here and non-classical forms is of course a construction, and in 
practice the boundaries are blurred and negotiable: while adherence to canonical 
rdg and tdl systems is a standeird benchmark for ‘classical’ status, much music 
which would be classed as non-classical nevertheless uses rdg- and/or td/-like 
structures (see e.g. Thompson 1995, Groesbeck 1999). Nonetheless, the use of 
Hindustani tdls in popular, devotional, and other realms falls outside the scope 
of this study. 

This study is not primarily concerned with drums, drumming, or drum 
repertoires, on which a considerable amount of research has been published in 


information which may be verbalized by musicians in pedagogical contexts, and therefore rarely go 
beyond simple prescriptions of tdls. There are too many such works to be listed here, although 
perhaps the best summaries can be found in the works of Nikhil Ghosh (e.g. 1968,1975a, 1975^). 

^ Interest in the subject seems to have been building gradually in recent decades: works to which I 
will refer include those of Cooper and Meyer {I960), Yeston (1976), Lerdahl and Jackendoff (1983), 
Lester (1986), Kramer (1988), Epstein (1995), and Hasty (1997), and indeed the earlier but much 
admired thoughts on rhythm and metre of Victor Zuckerkandl (1956). 

® Comparative studies in rhythm and metre have declined in prominence somewhat since the days 
of Sachs (1953), Kolinski (1959, 1973), and Lomax (1982); nevertheless important ethnomusicolo- 
gical studies have been made, such as those of Catherine Ellis on Australian aboriginal music (1984) 
and those of Stone (1985), Arom (1991), Agawu (1995a, 19956), and others on various African 
repertoires. Studies of Indian rhythm include a number of excellent works on drumming and drum 
repertoires (e.g. Stewart 1974; Gottlieb 1977, 1985, 1993; Kippen 1988), and several books and 
articles by Lewis Rowell and by Richard Widdess to which I will make reference. 
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recent decades. Where the drums tabid and pakhdvaj are discussed here, it is their 
contribution to the rhythmic organization of the music as a whole—^vocal or 
instrumental—^which will be under consideration. Readers will also note that I 
have given relatively little space to the discussion of unmetred music, in other 
words dldp (but see my discussion at §7.2 and in Chapter 12). This is not due to a 
lack of interest in the subject, and nor can I claim that such a study would be 
irrelevant here—^rather I telieve that the analysis of unmetred music (so-called 
Tree rhythm’), which has proved and remains an immensely difficult problem,^ 
requires further development of both theoretical perspectives and analytical 
techniques before I or anyone else can do it full justice. 

In the next two chapters I introduce some important perspectives on which the 
later discussion draws, considering both Indian cultural norms and ideologies 
which may be of relevance to rhythmic organization (Chapter 2) and a number 
of general theories and controversies on rhythm and metre (Chapter 3). In 
Chapter 41 introduce the basic theory of the North Indian tdl system, outlining 
the model of rhythmic organization implicit therein, and its limitations, and 
building on this work to propose an outline of a theoretical model of North 
Indian rhythmic organization. 

Subsequent chapters refer back to the perspectives introduced in Chapters 2 
to 4, in discussing the most important aspects of rhythmic organization in this 
music. They cover in turn, tdl (metric structure, Chapter 5), lay (tempo and 
rhythmic density, Chapter 6), performance practice in general (Chapter 7), 
composition structure (Chapter 8), development techniques (Chapter 9), and 
laykdri (rhythmic variation. Chapter 10). 

Thus Chapters 2 to 4 set the foundations for the study, and 5 to 10 describe 
North Indian rhythmic organization in terms of a theoretical model, illustrating 
this with reference to specific rhythmic parameters in actual musical perform¬ 
ance. Chapter 11 applies this theoretical model in a case study of an individual 
musician’s repertoire (that of sitarist Deepak Choudhury), in order to illustrate 
the usefulness of rhythmic analysis in addressing issues of historical continuity 
and innovation, and the relationships between various genres and styles—^both 
issues which are extremely important in this musical tradition, and difficult to 
discuss without either the distortions generated by musicians’ need to validate 
their own practices, or a resort to vague and impressionistic writing. Finally, in 
Chapter 121 return to general issues, drawing on observations from the study of 
rdg music which may shed light on general problems of musical time. 
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Theoretical perspectives I: musical time in 
Indian cultural perspective 

2.1 Introduction 

I turn now to the wider cultural context within which Indian rhythmic organiza¬ 
tion operates—and to a critical discussion of how, if at all, cultural ideology, 
patterns, and norms may be reflected in music. As I noted in Chapter 1, a 
relationship is often postulated between ideology and cultural norms on the 
one hand and musical theory and practice on the other. This relationship is 
characterized in different ways: for Stanley Hoffman, for instance, music is tied 
into a web of culture, and musical knowledge is inseparable from any other kind 
of knowledge; 

it is not possible to isolate something called music from something else called culture. 
Musical knowledge is cultural knowledge. Furthermore, the way in which a person 
knows music is not different from the way he knows in general. That is, musical know¬ 
ledge is based on the same epistemology which underhes and pervades the entire culture, 
(1978:69y 

While for Catherine Ellis, patterns of thought are encoded in music so that 
they may subtly influence participants’ ways of thinking; 

it seems that in common with many other musics in the world—and perhaps even all other 
musics in the world—^Aboriginal music uses elements of time structure to manipulate the 
performers’ and/or listeners’ sense of time and thereby to enable specific desired patterns 
of thought to be implanted in the minds of the participants. (1984:150) 

Thus music has been described both as reflecting a more general cultural 
ideology, and as being the channel through which ideology is disseminated. It 
still remains, however, to show how such ideologies influence music structure, if 
indeed such influence can be demonstrated at all. 

In the Indian context both of these positions are expressed, the former ‘reflec- 
tionist’ position most of all. To give but one example, an emphatic articulation of 
the view that Indian rag music embodies in some sense a world-view, representing 
in audible form metaphysical ideas about the world, is contained in the comment 
of one of India’s greatest musicians, Pandit Ravi Shankar, that ‘The highest aim 
of our music is to reveal the essence of the universe it reflects’ (1969:17). 


^ See also Merriam (1964:13), and Such and Jairazbhoy (1982:104). 



11 


Musical time in Indian cultural perspective 

I have already expressed my scepticism about invocations of ‘Indian culture’ 
or appeals to the preferences of ‘the Indian’ —simplistic notions which can all 
too easily divert attention from the (well-known) diversity of the subcontinent’s 
religious, social, linguistic, and indeed musical systems. I neither believe nor 
propose, as some have done, that a performance of Indian music represents, in 
the form of a large-scale aural analogy, cosmological process as conceived in 
Hindu philosophy. This is not to say that no musicians believe it to be so, but I 
believe such a view to be a possible rather than a necessary or universally shared 
interpretation. 

Nevertheless, given that we are considering an art music tradition patronized 
by social elites and codified within an ancient literary-theoretical tradition, we 
must allow for the possibility that this music system has—^at various times over 
the course of its history—^been influenced by the religious tenets, philosophical 
notions, and ideologies to which those ehtes subscribed. Indeed, since the 
problem of time is fundamental to all philosophical systems, and temporal 
organization an equally important aspect of all music systems, connections 
between music and metaphysics are at least as likely to be manifested here as 
in any other domain. Thus the Indian concept of ‘cycHcal’ time is of importance 
in a musical context. Other metaphysical concepts—such as the interdependence 
of the phenomena of form and process—^may also perhaps find expression in 
music systems and theories, and ultimately influence the temporal organization 
of music. 

There are in fact several important ways in which the rhythmic organization 
of North Indian music may be thought to reflect wider ideological considera¬ 
tions, of which I wiU consider below three particularly important instances; 

• the perceived necessity for accurate and xmambiguous time measurement in 
music (as in ritual); 

• the conception of musical performance and of the world in general as a 
process of manifestation and dissolution, rather than as a discrete and 
enduring product; 

• the conception of tdl structures, and of time in general, as cyclically 
repeating. 

I should note first of all a logical distinction between the first of these points 
and the other two. The importance of accurate time-keeping seems to be a result 
of rag music’s historically quasi-ritual function, and is therefore a practical and 
functionally determined preference; the concepts of musical performance as 
process, and of musical time as cyclical, are derived from a tendency to conceive 
music as reflecting—^by means of its own structure and organization—Oman’s 
conception of the universe. In other words they are, in so far as they may be 
identified in music, symbolic, whereas the first point is pragmatic. 

This important distinction may reflect the historical evolution of Indian art 
music, from its earlier status as an aspect of religious ritual into a music tradition 
patronized by royal courts and, more recently, the urban middle classes. Where 
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music forms a part of or an accompaniment to religious ritual, rules for its 
performance may be determined by religious considerations, but its actual 
structure need not necessarily represent these concepts. Only in the case of an 
art-music tradition, albeit one aware of its religious roots, will the music itself 
be taken to embody and symbolize metaphysical concepts. It seems possible that 
as Indian music has evolved, one of the forces influencing that evolution has 
been the desire to 'reveal the essence of the universe’—the universe as concep¬ 
tualized and constructed within a particular cultural context—through musical 
structures. 


2.2 Time measurement 

Indian music theory historically shows a strong preference for the accurate and 
unambiguous measurement of time. This principle seems to stem from the role 
of music as a rehgious act, analogous to and to some extent derived from Vedic 
ritual. As Lewis Rowell writes in his study of ancient Indian music (gandharva),^ 

Like earlier Vedic rituals, from which it may have sprung, the performance of gandharva 
was considered a sacrifice. The ritual actions, text, poses, dancing, mi m ing and music 
were specified in unusual detail, and precise performance was required in order for the 
production to achieve its objective—^adrsta-phala (unseen benefit) (1988a: 141) 

The ancient connection between musical performance and religious observ¬ 
ance has left its legacy in the patterns of hand gestures used in Indian music for 
counting time—^the cheironomy. Just as every action and every word of a 
religious ritual must be perfectly performed in order to ensure a beneficial effect, 
so no effort may be spared in ensuring the correct progression of a musical 
performance.^ Although the tdl structures are nowadays generally much less 
complex than those employed in gandharva, clap (or gesture) patterns are still a 
feature of most rag music today. 

The belief that ill effects could arise from inaccurate time-keeping was surely 
instrumental in the development, from ancient times, of a rigid and unambiguous 
rhythmic structure backed up by the complex system of cheironomy of which a 
vestige survives to this day. (This may also be a factor in the traditional assump¬ 
tion that a moderate underlying tempo should be maintained in music perform¬ 
ance. Complex metrical structures are more easily maintained at moderate 
tempi, and acceleration might be construed as a distortion of that structure.) 

Subhadra Chaudhary explains another aspect of the philosophical import¬ 
ance accorded to time measure. For her, as for Bharata, the putative author of 

^ This question is also discussed in detail by Mukund Lath (1978:82 ff., 101 ff.). 

^ Chaudhary (1997:6) touches on this point citing Sarhgadeva’s ‘Sahgitaratnakara’ (13th cent.) 
and Kallinatha's conunentary thereon, ‘Kalanidhi’ (c. 1450). Commenting on a passage from the 
Sahg^taratnakara (5/38-9), Kallinatha explains that a second singer must assist the main singer in 
keeping tdl, because if a mistake were to occur, not only would the 'adtrsta phald be lost, but a 
'pratyavdya' (ill effect) could occur (these terms are common to religious ritual). 
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the ancient dramaturgical treatise Natyasastra, There is no sound which is 
outside time measure and no time measure without sound.’ 

Here Bharata has indicated an extremely subtle truth. A little thought is enough to 
understand that sound is not possible without time, but why cannot time be measured 
without sound? Time is boundless and it is impossible to have knowledge of it. It has to be 
divided into segments in order to be perceived. Division requires actions. Sound is 
indispensable for action however subtle it may be,.. Thus these two elements—^Vak 
[speech, utterance] and Kala [time] combine to produce Nada [sound] which is the basis 
of the functioning of the whole universe. (1997:350-1) 

Thus, according to traditional Hindu philosophy, the production of sound 
and the measurement of time are inextricably linked to each other and to the 
functioning of the universe. Little wonder then that the measurement of time has 
played an important part in Hindu ritual, nor that music theorists through the 
ages should have given such a prominent place to questions of time measure¬ 
ment. This remains a factor in modem musical practice, and is perhaps the 
clearest link between ideology and the practice of music. 


2.3 Musical performance as process 

Rag performance—^with its gradual exposition, development, acceleration, and 
ultimate subsidence into the drone—^has sometimes been considered to represent 
the Indian metaphysical concept of the creation and ultimate dissolution of 
matter in the universe. Lewis Rowell best puts the case for viewing the opening 
improvisation {dldp) of a performance as representing matter undergoing differ¬ 
entiation and emerging as stmcture in ‘a process of pure becoming" (1981:207)."^ 
I would like to discuss the possibility that this analogy may actually have helped 
to shape Indian music practice over the course of history. 

Indian music is considered to be pre-existent in a rather different sense to 
that of a European composition which is stored in written form. Form, indeed, 
is the keyword here—^a classical symphony has a form which is conceived as 
essentially permanent and unchanging, and a considerable part of its value is 
understood in terms of that form or structure—^the ways in which different 
parts are perceived to relate to one another and to the whole; the progression 
from beginning to a logically determined end point; the sheer beauty of the piece 
of music as a sound object. To be sure there are considerable differences in this 
respect between such ‘closed’ forms and ‘open’ forms such as the rondo and 
passacaglia, or strophic song, but even in the latter cases many Europeans seem 
predisposed to regard pieces of music as indivisible, bounded wholes distin¬ 
guished by the structural relationships between their parts. Performance, then, is 
widely conceived in the West as the gradual revelation of a pre-existent structure 

^ In another passage the same author writes ‘To [the Indian] music is pure natural process and 
process is what he values’ (1989:28). 
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in audible form, whose essential parameters (duration included) are known in 
advance. 

A rag performance works rather differently. A rag is pre-existent, to be sure 
(whether regarded as recently, and humanly composed, or essentially a gift from 
God), but it is neither an object, nor a fixed structure built of notes in the sense of 
a symphony or string quartet. The rag is a dynamic, temporal, generative 
principle which can have no satisfactory representation in static or synchronic 
form. The rag can only be apprehended in performance, in time. Performance is 
therefore conceived as a process of making audible, of evoking, of manifesting: 
and the primary criterion by which a performance is judged is the extent to 
which it permits the rag itself to do what it is uniquely able to do, which is to 
create affect {bhdv\ to move the hearts of those who hear it. 

This conception of music as process rather than product has profound im¬ 
plications for rhythmic organization, as we shall see. For analytical purposes, 
one of the implications of a view of music as process, is that a fragment of music 
should not in principle be analysed without reference to its context—^which 
should be understood here not as position within a form or structure, but as 
stage in musical process. Within the context of the tdl, an episode of rhythmic 
play (laykdrT) is not only an artefact created and performed by the musician, but 
also a solution to a problem of process—^how to develop a rhythmic idea and 
achieve a satisfactory cadence, coinciding with the start of the new tal cycle—a 
solution which often itself evolves as the cadential point comes ever closer (as I 
will show below). 

Having said this much (and Rowell has gone further in writing that Indian 
music is 'pure process’, 1989:28), I think it is important to qualify this observa¬ 
tion. For, just as Indian musical terminology suggests a conception of perform¬ 
ance as process (Rowell cites examples such as vistdr, 'expansion’, and prastdr, 
'permutation’), it points at the same time to an understanding of various musical 
elements as enduring 'objects’. Thus a vocal composition is a bandis ('restriction, 
structure’) or a ciz ('article, thing’); the names for development techniques such 
as bol bando ('building the text’), bol bant ('distributing the text’), barhat 
('growth’) and indeed vistdr and prastdr all appear to indicate that some thing 
is being manipulated (restricted, distributed) or exhibiting behaviour (growing); 
in other words, while musical performance is a process or set of processes, these 
processes involve the presentation and manipulation of some musical object or 
other. 

Form and process are necessarily entwined in music—^any musical gesture 
may be initially perceived as process and subsequently rationalized as form,^ and 
this is true of Indian music as it is of Western. Some Indian theorists have in fact 
described music performance in these terms. Vamanrao Deshpande, for in¬ 
stance, interprets performance as a process in which 'Each avartana [cycle] 
must... excel the one that has gone before. This process goes on until the last 


^ See e.g. David Clarke 1989. 
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avartana in which the very acme of tension is reached, to be followed by a grand 
resolution which completes the entire recital’ (1987:33), Yet this process is for 
him aimed at the description of form: ‘When [musicians] speak of gayaki 
[vocal style] or bandish there is little doubt that what they have in mind is the 
formal organization of a musical piece. Musicians and connoisseurs have always 
accorded the highest value to gayaki-s which showed perfectness of form... ’ 
(1987:40). 

Thus the performance is not a product, but parts of it, such as the bandis (fixed 
composition), are, while the rag itself is in a sense objectified. Performance in 
Indian music is not therefore ‘pure process’, if such a phenomenon can be said to 
exist; it is a process whereby latent musical entities (such as a rag) are made 
manifest—revealed, described, and invoked. In the course of this process com¬ 
posed musical ‘products’ (such as a bandis) are presented, repeated, varied, and 
extended. And the aim—in aesthetic, rather than spiritual terms—is that 
through these processes the potential affective power of music should be evoked. 
Indian music is, then, fundamentally an art of process, but we should not forget 
that process involves the manipulation of objectified musical materials, nor that 
such process is valued for its affective power. 


2.4 Cyclicity in musical and cosmic time 

A number of musicologists have pointed to an apparent connection between 
cyclic tdl structures and cychc time in Hindu thought. Rowell, for instance, 
writes that ‘the cyclic organization of the underlying tdl is a microcosmic parallel 
to the macrocosmic cycles within which Indian time unfolds’ (1981:207), citing 
linguistic observation to support his argument (the connnon term for a metric 
unit, dvart or avard, translates as ‘cycle’ or ‘period’). David Such and Nazir 
Jairazbhoy, appealing to the view that ‘since music forms a part of the social and 
cultural environment, it reflects the conceptual structures of a community’ 
(1982:104), state equally plainly that: ‘Since music is symbolic and reflects the 
conceptual structures and organization of a community, one would expect to 
find similar cyclic structures in certain aspects of Indian music. The most 
obvious instance of a cycle appears in the concept underlying tdla,..' 
(1982:105). B. C. Deva explains the logic of the basic description of tdl as cyclic 
as follows: ‘when a rhythmic experience is arranged so that there is a feeling of 
“coming back” to the origin, the arrangement becomes repetitive or cyclic; for it 
is only in a circle that one returns to the beginning... ’ (1974:38); while Such 
and Jairazbhoy suggest that in a tdl, 

beat 1... represents both the end of the cycle and the beginning of the next; indeed, the 
principles of the tala cycle contrast sharply with the rhythmic principles of most Western 
music which generally end on the last beat. The tala tends to provide a degree of perpetual 
motion characteristic of cycles. In terms of analogy, a single tala cycle can thus be 
compared to a single human life with the high and low points within the time cycle being 
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similar to life cycle events... Furthermore, successive cycles of the tala can be seen as the 
successive lives experienced by the individual soul—^a comparison made even more mean¬ 
ingful when applied to North Indian classical music where the tempo of succeeding cycles 
gradually rises to a climax, like the individual soul rising up the ladder of vdrnas [sc. 
varnas; social classes] until final liberation. (1982:106-7) 

This argument—^in its various forms—^raises rather fundamental questions; 
in order to consider it, it will be necessary to reflect a little on both time in 
Indian philosophy, and the significance of the description of musical time as 
cyclical. 

2.4.1 Time in Indian thought 

According to Indian cosmology, time is indeed cyclical not only on the levels of 
days, months, and years, but also on the higher level of the enormously long 
aeons or world cycles (kalpa), Fred Clothey suggests^ that Time and its measure 
are important dimensions of ritual observance throughout Hinduism’ 
(1983:47), while the ideas of cyclicity—extending from lunar, stellar, and solar 
cycles up to the world cycles—and of ritual time as microcosm of cosmic time, 
are recurrent features of Hindu ritual. 

As Anindita Balslev points out. Western writers have often misunderstood 
and misrepresented Indian cyclic time, taking it to indicate a 'philosophy of 
sheer recurrence’,^ and assuming that world cycles repeat themselves exactly. In 
the Indian philosophical tradition however, world cycles repeat, but 'the wheel 
of becoming, in the Indian context, does not involve a mechanical repetition of 
the particular/the individual, neither does it preclude salvation’ (Balslev 
1983:147). Cycles are the same in type, but not in detail, and processes such 
as salvation unfold continuously within the framework of cyclical time. More¬ 
over, while the cyclicity of time suggests that things are essentially unchanging 
(see Nakamura 1981:77), 'the very repetitiveness of the cycles suggests the 
world’s eternal renewability’ (Clothey 1983:77). 

Indian musical organization can certainly be construed as paralleling this 
concept. Music unfolds in a process of continuous development and does not 
repeat exactly, but this development takes place largely within the context of a 
cyclically repeating temporal structure—^the tal. (Thus the implication of the 
analogy should be not only of the cyclicity of tal, but equally of a conceptual 
separation between the continuous process of rag development, and the recur¬ 
rent temporal substructure of tal) Moreover, the ultimate nature of the rag is 
thought of as unchanging, while it is constantly renewed in performance as cycle 
inevitably follows cycle. 

On the other hand, the idea of music structure reflecting cyclical time does not 
seem to have been prevalent in India in the first millennium ce (the period from 

^ In the course of an anthropological study of a South Indian Saiva cult. 

^ Toynbee (1972:157-8), quoted in Balslev (1983:149). 
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which the earliest surviving sources on Indian music date). In so far as ancient 
Indian music reflected cosmological ideas, it is primarily in the emphasis placed 
on the measurement of time noted above. As Rowell points out, the Indian tdl 
system ‘shifted from a set of complex modular formal structures [the ancient 
mdrga tala system] to an integrated system designed to facilitate improvisation 
over a repeated rhythmic cycle’ (1992:192): while this important change seems 
to have taken place by the thirteenth century, there is no evidence for it in the 
Natyasastra or in other first-millennium sources. 

As Rowell concedes, the onus is on proponents of the ‘cultural symbolism’ 
argument (such as himself) to explain why ancient Indian tdl was not conceived 
as cyclic (although cosmic time was), and why the concept of musical cyclicity 
developed rather slowly—^apparently during die very period, historically, when 
the hold of classical Brahmanical Hinduism began to weaken in Northern India, 
challenged both by a series of Muslim conquests and by the emergence of 
popular devotional strains of Hindu worship. The answer RoweU presents, in 
the most convincing of his formulations, lies in ‘a mutual feedback and a 
development of what we might call “resonances” between a musical tradition 
and its controlling ideology’ (19886:330). In other words, such symbolic repres¬ 
entations are subject to a considerable time lag, so that music may come to 
‘reflect’ ideas which have been superseded in other realms of thought. 

While this theory is not implausible in itself, there are at least two other 
possible explanations, namely: 

1. that musical structures changed for reasons largely unconnected with the 
symbolic representation of cosmic time, and the fact that the new structures lent 
themselves more easily to metaphors of cyclicity was no more than a happy 
coincidence; 

2. the idea that performance should actually represent cyclic time, rather than 
(as in the ancient Indian system) regulate cosmic time, is at least partly due to the 
influence of Sufi thought. This possibility in particular deserves a little consid¬ 
eration. 

Sufism flourished in India shortly after the first Muslim invasions, and was 
well established by the thirteenth century ce, since which time certain strains of 
Sufism (that of the Chishti sect in particular) have had a close and continuing 
relationship with Indian musical cxilture. Images of cyclicity and circxilarity play 
an important part in Sufi thought, as explained by the Indian Sufi thinker and 
musician Hazrat Inayat Khan, writing in the early years of the twentieth cen¬ 
tury: 

In the traditions of the Sufis Raqs, the sacred dance of spiritual ecstasy... is traced to the 
time when contemplation of the Creator impressed the wonderful reality of His vision so 
deeply on the heart of [thirteenth-century mystic] Jelal-ud-Din Rumi that he became 
entirely absorbed in the whole and single immanence of nature, and took a rhythmic turn 
which caused the skirt of his garment to form a circle, and the movements of his hands 
and neck made a circle. It is the memory of this moment of vision which is celebrated in 
the dance of dervishes. (1991:153) 
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As in some strands of Hindu thought, for Inayat Khan binary alternation and 
cycUcity are aspects of the same phenomenon.^ 

the whole universe is a single mechanism working by the law of rhythm; the rise and fall of 
the waves, the ebb and flow of the tide, the waxing and waning of the moon, the sunrise 
and the sunset, the change of the seasons, the moving of the earth and of the planets—the 
whole cosmic system and the constitution of the entire universe are working under the law 
of rhythm. Cycles of rhythm, with major and minor cycles interpenetrating, uphold the 
whole creation in their swing. (1991:155) 

In Regula Qureshi’s study of Sufi qavvalTrmsic (which is closely related to the 
classical rag tradition, although strictly speaking outside the scope of this book), 
she discusses the importance of zikr, or verbal invocation, thus: 

The dynamic principle of zikr is repetition, a motion in time of an essentially circular 
nature. Sufis themselves explain this as lai kd halqa (encirclement of pace or rhythm) a 
cyclical temporal pattern that carries the verbal repetition even when the words are not 
actually spoken. What marks each temporal pattern is zarb (stroke, blow, also heart 
beat), meant to stir the heart at the culmination of each verbal invocation. In the classical 
zikr recitation it is marked by a vocal accent and reinforced by a strong downward nod. 
(1994:505) 

According to Qureshi’s interpretation at least, the principles of zikr also 
extend into musical performance The drum pattern {theka) provides an inde¬ 
pendent acoustic frame for the meter and in fact functions much like an ostinato 
underlying the melodic setting of the song, at the same time it also incorporates 
the duple accentuation that invokes zikf (1994:514). 

I cannot claim that this suggestion is any more than speculative, but it seems to 
me that the notion of cychc repetition in music being based entirely on ancient 
Hindu concepts of time is difficult to support, and that the ideological resonance 
of the concept of cyclicity is rather more complex than such a proposition would 
suggest. Whereas for the Hindu musicians of 2,000 years ago cosmic time was 
essentially cyclical, while music embodied ideas of ritual as cosmic regulation, for 
Sufi thinkers, flourishing rather later, the mystic’s duty was to represent cyclicity 
through repeated verbal invocation and repetitive musical patterns, and spatially 
in the circular patterns of a dancer’s dress and hand positions. Just as Hindu and 
Sufi ideas experienced degrees of mutual influence over history, Sufi music both 
drew on earlier Indian repertoires and influenced the development of new styles: 
thus, even in so far as cultural ideology may be said to be represented in music 
(and I will discuss the limits of that contention itself below), Indian music’s 
‘cyclicity’ surely cannot be so simple as a reflection of ancient Hindu thought. 

2.4.2 Images of cyclicity in music 

Let me now risk stating the obvious by saying that no music is cyclical in any 
empirically verifiable sense. The cycle is a spatial-temporal metaphor used in 

^ For another perspective on the relationship between alternation and cyclicity see Gell 
(1992:34-5), 
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order to clarify, mediate, and communicate subjective musical experience. Mu¬ 
sical metre is no more a circle, or a wheel (see Deva 1981:270), than it is a ruler 
or tape-measure (see Grove (5), or indeed a helix or a wave (see below); rulers, 
wheels, helixes, and waves are metaphors used to explain musical metre, and it 
does not follow that because theorists in different cultures use different meta¬ 
phors, metre actually fimctions differently from place to place. 

I would suggest, on the contrary, that these (and other) metaphors represent 
attempts to explain two complementary aspects of musical metre. Metre, on the 
one hand, appears to measure time—^that is, an event can be located in time 
relative to another event (two beats later, one bar before) thanks to metre; on the 
other hand, metre involves the recurrence of temporal patterns (the first beat of 
any measure is equivalent to the first beats of all other measures). Music there¬ 
fore appears both to go from A to B in a measured manner, and to keep coming 
back to the same ‘place’ in time. Most metaphors for metre emphasize one or 
other of these two aspects, and I would suggest that (very roughly speaking) 
Western music theory has emphasized metre’s aspect as time measurement and 
played down the aspect of recurrence, while Indian music theory has given 
expression to both aspects more equally. 

In other words, if there is a difference between metre in Indian and Western 
music it may lie not so much in one being cyclical and the other not, but in the 
fact that Indian theorists have not been troubled by the apparent paradox of 
musical time as both linear and recurrent, whereas Western theorists have been 
inclined to play down the sense of recurrence, let alone cyclicity, in favour of a 
more singular conception of linear development. There is nothing in Deva’s 
position (see above) that could not be equally well said of Western music, while 
Such and Jairazbhoy’s contention that the emphasis on beat 1 as both beginning 
and ending contrasts sharply with Western music is highly contentious. For sure, 
elementary theory appears to describe a 4/4 metre as a sequence of 4 crotchet 
beats (beginning on the first, presumably, and ending on the last!); but regularly 
metrical music is organized according to a recurring pattern of beats, and our 
experience of a 4/4 metre inevitably involves a sense that following the fourth 
beat we will experience the first of a new measure. 

‘Cyclical’ metre is not, then, unique to India. For examples of cyclical descrip¬ 
tions of musical time in other parts of the world I might cite Catherine Ellis’s 
view of Aboriginal music (1984), and Laz Ekwueme’s description of African 
rhythm (1975-6). Similarly, several musicologists have in fact described metre in 
Western music as cyclical, and increasingly so in recent years (see e.g. Hasty 
1997; Yako 1997). The themes Christopher Hasty discusses, in a lengthy exam¬ 
ination of the issue, could all equally well apply to Indian music: cycles as the 
return of ‘the same’ time-span; as regulation; as homogeneous despite the 
heterogeneity of their contents; and so on (1997:8-9). So too, indeed, could 
his suggestion that ‘A cycle must be differentiated internally in order to mark a 
duration that can be equal to the duration of another instance of the cycle’ 
(1997: 9). 
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Similarly, just as we find the sam (beat 1) described in Indian music as having a 
dual function as beginning and ending, Wallace Berry can ask of Western music. 
In the metric unit, what does “one”—^the “one” of counting—signify? (Rie- 
mann’s term Hervortreten, a “stepping forth”, is suggestive. Moreover, merged 
arrival and departure, in fulfillment of anacrusis and the thrust of downbeat 
impetus, is an apt conceit by which to characterize many notated measure 
beginnings)’ (1985:7). 

In fact, it seems as if the idea of cyclicity has always been available for the 
description of Western music, while until recently theorists have been strikingly 
resistant to take it on board. This is most clearly illustrated by the work of Victor 
Zuckerkandl, whose ‘wave theory’ of metre is often admiringly cited (if not 
widely applied) by Western music theorists. In the exposition of his theory, the 
place given to cyclicity is extremely revealing. Here he ponders the nature of 
simple duple metre: 

To be able to come back, one must first have gone away; now we also understand why we 
count onQ-two, and not onQ^one, Here ‘two’ does not mean simply ‘beat number 2\ but 
also ‘away from’. The entire process is therefore an ‘away from-back to’, not a flux but a 
cycle [Diagram] a constantly repeated cycle, for the ‘one’ that closes one cycle simultan¬ 
eously begins another. (1956:168) 

Having got this far, however, Zuckerkandl is clearly unhappy with his own 
image of cyclically repeating time: ‘But since in time there can be no real going 
back, and hence, strictly speaking, no real cyclical motion either, since, there¬ 
fore, every new beat does bring us to a new point in time, the process can be 
better understood and visualized as a wave [Diagram] which also best corres¬ 
ponds to our sensation of meter’ (1956:168). 

It is surely not surprising, given such a reluctance on the part of earlier 
Western theorists to accept cyclical time, that Western students of Indian music 
were struck forcefully by Indian theorists’ acceptance of the same concept. It will 
be useful, in fact, to contrast Zuckerkandl’s reasoning with that of Subhadra 
Chaudhary, in her discussion of the same topic. 

The circle and cycle are two important visual concepts which aid one in comprehending 
the concept of tala. Although both have round shapes the circle is formed by returning to 
starting point whereas the cycle is formed by moving forward gradually in a spiral 
[illustrated as a helix]. 

The avartana [cycle] of tala bears similarity to the circle since we return to the... starting 
point. The measuring of time is the main purpose of tala and, since the time which has 
been elapsed in one avarta[na] of tala cannot be recaptured, there is a forward movement 
in time, as a result of which there is a ‘cycle’ of tala, not a ‘circle’. (1997:35) 

Comparing the reasoning of Zuckerkandl and Chaudhary, it would seem that 
conceptions of musical metre are actually (or at least can be) rather similar in the 
West and in India. Both these writers use visual images to illustrate the dual 
nature of musical time as embodying both recurrence and change. The Indian 
concept of the metric cycle, which seems to relate to cosmological ideas of time 
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as described above, seems to me to attempt to balance or reconcile the two 
aspects, whereas many Western music theorists in the past chose rather to 
ignore, denigrate, or otherwise evade the issue of recurrence. 

The predominance of a linear conception of time in Western culture is also 
historically specific. Stephen Jay Gould discusses the tensions between concep¬ 
tions of linearity (illustrated metaphorically by the arrow) and recurrence (by the 
cycle) in his account of the development of modem geology. Time's Arrow, 
Time's Cycle (1987). Gould makes the point that the former has dominated 
Western (Judeao-Christian) thought, tracing the idea back to the Bible (‘Many 
scholars have identified time’s arrow as the most important and distinctive 
contribution of Jewish thought...’, 1987:11), while also stressing that the 
image of time’s cycle has always remained a part of Western ideas. Another 
useful distinction made by Gould is that between time’s arrow as simply a ‘chain 
of unique events’, and the implication of‘progress’ which dates from much later. 
There is clearly a connection between linear conceptions of musical time and 
wider concerns in European thought—it may not be too great a simplification, in 
fact, to associate the linear conception of time with tonal music of the common- 
practice period, and with wider tendencies in modem (in the sense of post- 
Enlightenment) thought. 

Cyclicity as a reconciliation between linear progression and recurrence is 
intimately linked to other aspects of metrical perception, including the concep¬ 
tual separation between metre and rhythm which has exercised many Western 
theorists (see Chapter 3). If we regard metre as the regular, repetitive, and 
predictable framework against which rhythm is measured, Jeffrey Pressing 
suggests the possibilities thus afforded are widely exploited. 

The recurrence of the same or related sonic events in music is often considered to create a 
kind of cyclic time that stands in contrast to linear time. This idea is widespread in non- 
Westem music (e.g. the West African time line, the Indian tala) and in the music of our 
own [i.e. Western] culture (e.g. passacaglia, ostinato, strophic form, theme and variations, 
rondo form)... Since it is repetition that allows cyclicity to be perceived, it can be useful 
heuristically to classify the nature of repetition used in music, as an index of the degree of 
cyclicity of time. Thus we may view a certain passage as being periodic, quasi-periodic, 
aperiodic. (1993:111) 

This leads him to propose metrical music as exhibiting two-dimensional time, 
in which ‘there are two primary time positions that affect the function of notes: 
absolute time position, and placement within the bar’ (1993:111),^ a situation 
which inspires him to produce a graphical illustration in the form of a helix— 
exactly the same image used by Chaudhary. 

The supposed contrast between time in Indian and Western music is then to a 
great extent illusory. Metre, in Western music, is an integral component of our 
sense of ‘motion’, of music moving from beginning to end in a controlled and 

^ Pressing does concede that this situation is complicated rather by the fact that a note or motive’s 
position within the phrase or section need also be considered. 
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controllable manner. Metre involves recurrence, for sure, as 4/4 bar follows 4/4 
bar, but this aspect of metre remains almost hidden because of a reluctance of 
theorists (until very recently) to deal with the duality of time in metre. In Indian 
music, similarly, tal measures time as it moves to its conclusion; similarly, tdl 
'cycle’ follows cycle. The difference is that Indian musicians and theorists have 
never had a problem with such recurrence, because their 'common-sense’ no¬ 
tions of time do not preclude cyclical recurrence on every imaginable level. The 
primary contrast, therefore, is not in musical structure but in the metaphorical 
explanation of that structure. 

What appears to have happened in India, to extend Rowell’s hypothesis, is 
that Indian theorists moved from a recognition that tdl could be conceived in 
this way to a belief that this was, after all, a natural state of affairs—since time in 
all other dimensions of experience was cyclical. Having reached this position— 
influenced by whatever combination of Hindu and Sufi ideologies—it is possible 
that the conception of tdl as cyclical fed back from music theory into practice as 
performers began to be persuaded that time in music ought to be so. As this 
happened, features which appeared to indicate cyclicity were enhanced and 
those which weakened it disparaged (or ignored), so that musical repertoires 
slowly evolved to reinforce this concept. To cite but one effect of this shift, 
metrical patterns which had reached a climax at their end point were reorganized 
so that the emphasized point was regarded as the beginning.^® Ja/—which had 
been practised as a predetermined succession of different metrical patterns— 
came to be a single, endlessly replicable pattern used to organize improvised 
performance. 

The relationship between music structure and ideology is surely dynamic and 
interactional. Music structure is not a given which influences its listeners’ world¬ 
view (as Ellis would have it); nor is ideology a given which is reflected in music 
structure. The musical sounds people actually produce are determined by so 
many different variables, interacting in so many ways, that simple reflectionism 
is untenable. What is more credible is the proposition that these sound patterns 
are received and interpreted by the same perceptual and cognitive systems which 
deal with other stimuli; that people tend to perceive or to impose patterns on 
sound which they perceive in other domains of experience; that consequently 
they come to expect certain types of patterning to be present in music; and that 
performers will attempt to fulfil such expectation by implanting such patterning 
in music. 

And yet, there are no simply agreed norms for culturally preferred patterns. 
Ideologies change, and are constantly subject to redefinition and renegotiation. 
Moreover, whatever the intention there are limits on the kinds of patterns which 

As Emmie te Nijenhuis points out, ‘In modern Indian music [the sam] mostly occurs at the 
beginning of the rhythmic cycle, whereas in the ancient mdrgatdlas the samnipdta (abbr. sam) 
generally falls on the last [time unit]’ (1974:67). In North Indian music sam, which is often described 
as a ‘point of equilibrium’ (see Deshpande 1987:32; Rowell 1992:188) marks the beginning of the 
cycle, but it also marks the end of a rhythmic phrase or cadence. 
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can be reliably encoded in and decoded from music sounds. As Qureshi suggests, 
‘ideology clearly emerges as the most immediate cultural key to notions of time 
and their musical realizations. But... ideology and normative concepts need to 
be tested against the sound experience itself, if the time content of music is to be 
decoded’ (1994:526). Music, like ideology, is constantly being re-created and 
redefined, and I see these two processes as parallel yet interacting, and music 
theory as a conduit for this interaction. 

2.4.3 Linearity, narrativity, and cyclicity 

I will return now to a suggestion floated above, and propose that musical time 
exhibits two complementary aspects. One is periodicity, regularity, and recur¬ 
rence, corresponds to the domain of metre, and gives rise to the concept of 
cyclicity. The other is gestural, figural, and (in principle) unpredictable and 
relates to the domain of rhythm. Rhythmic gestures tend to relate to one another 
in a more linear fashion: rather than (as in metre) the same pattern being due for 
return, in rhythm one gesture can be followed by either a repetition of the same, 
a variation thereon, or a distinct but complementary pattern. 

Rather than singling out Indian music as uniquely cyclical, it may be more 
instructive to test the idea that Western music is unusually linear. European 
theorists have from the early modem era until recently tended to avoid the 
notion of cyclicity and stress linearity: natural, logical, progressive development 
leading to final resolution. For Barney Childs, this preference has led musicians 
to assimilate musical stmctures to the kind of narrative curve found in other 
temporal arts. 

The Western European intellectual and cultural tradition has seemingly found most 
fundamental a basic structural organization of a work of time art, what might be called 
a narrative curve. Greek tragedy, the ‘classic’ short story, the television crime drama, the 
Romantic tone poem, furnish examples of this organization, which presumably is held to 
exist as a stylized reflection of how the tradition views life itself... (1977:195) 

Similarly for Michel Imberty, 

It is easy to assume that for the average [Western] listener every musical work has 
something like an exposition, a development, a recapitulation, or a succession from idea 
A to idea B with an obligatory return to idea A. This structure, which has been sustained 
for over three centuries of tonal music and has been imposed by the very nature of tonal 
syntax, is perhaps not very far removed from the structures of narratives which are 
arranged according to a similar system (exposition, tension-crisis, denouement or cata¬ 
strophe). Even though there is necessarily something approximate about this comparison, 
nevertheless it is possible to show that the memorisation, as well as the segmentation of the 
musical piece, is achieved in accord or in conflict with those models acquired by the 
subjects in their general culture. (1993:35) 

Although comparisons between music and narrative structure can seem a little 
forced (a ‘return to idea A’ seems to me to be somewhat different in kind to a 
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‘denouement or catastrophe’; moreover the much higher levels of redundancy 
and repetition in almost any music than in literature seems to me a major 
difficulty), it seems clear that the idea that a piece of music should move through 
a logical order of events towards closure has been an important one in European 
music practice and theory. 

These ideas of linearity, the concomitant stress on teleological listening, and 
their denial in much twentieth-century Western music, are discussed at some 
length by Jonathan Kramer (1988). Of Kramer’s many fascinating ideas, one 
which most clearly relates to this study is his distinction between linear and non¬ 
linear time in music. Linearity, for Kramer, is related to the functions of the 
brain’s left hemisphere;^^ it is deductive and sequential, and understands time as 
‘containing a sequence of events’. Non-linearity is located in the right hemi¬ 
sphere, is holistic and continuous, and understands time as ‘containing a com¬ 
plex of events’ (1988:9-10). Kramer lists characteristics of these two concepts as 
follows; 


Linearity 

teleological listening 

horizontal 

motion 

change 

progressive 

becoming 

left brain 

temporal 


Nonlinearity 
cumulative listening 
vertical 
stasis 

persistence 
consistency 
being 
right brain 
atemporal 
Kramer (1988:63) 


His implication seems to be that music can exploit either or both of these 
complexes, and that any piece of music exhibits both linear and non-linear 
features. Linear features, for Kramer, are those aspects of music which seem 
to be determined by what has gone before, while nonlinear features are deter¬ 
mined by characteristics of the piece as a whole. Thus harmonic motion, ca¬ 
dence, and closure are linear features, while (for instance) the metre of a 
consistently metrical piece, or the composition of an ensemble, are non-linear 
features. Tonal music (so far as it may be generalized) exploits linearity almost to 
the greatest possible degree, since it is built on logical development, teleological 
listening and development towards final cadence and closure. Closure, for 
Kramer, ‘is most comfortably associated with tonality’. 

A composition in which the cadence of one phrase is appreciably stronger than the 
cadence of a previous phrase is a piece that exhibits a greater degree of closure than 
one in which each successive cadence is of equivalent finality. A strong cadence tends to 
close off not only its phrase but also several preceding phrases, thus creating a phrase 
group. The... final cadence of a piece is generally the strongest, since it must end the 


Kramer’s use of the left brain/right brain dichotomy may be, in fact, one of the weaker 
components of this theory (Ian Cross, personal communication). 
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entire work... Thus closure, like tonality itself, is hierarchical... no music is as richly or 
unequivocally hierarchical as tonal music. (1988:137-8) 

These ideas are instructive when applied to Indian music. I should say first of 
all that I agree with Kramer that any piece of music exhibits both linear and non¬ 
linear features; I am certainly not about to propose any simple dichotomy (tonal 
music as hnear, Indian as non-linear, for example). Yet it does appear that, 
relative to Western tonal music, Indian music seems to display non-linear fea¬ 
tures more prominently and linear features less so. This seems to me inherent in 
assumptions about the nature of rag, tdl, and composition (bandis). Thus, a 
single rag determines the melody of an entire performance, without modulation; 
a single tdl remains in force, its cycles repeating indefinitely; a 'composition’ is 
not a whole performance, but a relatively brief fragment which remains oper¬ 
ative as a source of variations and elaborations. Conversely, Indian music has no 
equivalent to the Western concept of large-scale harmonic motion away from 
and back to a tonic chord; a piece which begins in rag A continues in rag A, and 
ends in rag A, thus there can be no resolution equivalent to a final cadence. 
Closure is hierarchical only up to the level of a brief episode of elaboration; the 
closure of each successive episode carries roughly equal weight and no hierarchy 
of closure is established; consequently the ending cadence, although often 
longer, more elaborate, and dramatic than what has gone before, does not 
logically include all previous cadences. 

This is not to say that Indian rag music shows no linear features. Rag devel¬ 
opment is in a sense a linear procedure, in many styles proceeding by a process of 
expansion from a small kernel aroimd the Sa (system tonic) until the rag 
occupies the whole gamut. Thus, an episode whose range extends up to the 
fourth degree Ma may be expected to be followed by one extending up to 
the fifth. Pa. Within each episode of development, whether focused on melody, 
rhythm, or text, performers tend to follow a procedure of presenting an idea, and 
developing it (through variation, elaboration, and so on) as far as possible 
before bringing the episode to an end with a cadential gesture. 

The large-scale processes of rag music which I will describe under the general 
heading of intensification are difficult to classify in Kramer’s terms, since they are 
in a sense linear without being teleological. Rag music tends to become faster, 
for instance, but there is no target speed for which the performer aims, and there 
is no point at which the 'final’ speed can be said to have been attained. On the 
contrary, the music seems to accelerate until either the limit of the performers’ 
technical ability has been reached, the soloist becomes bored with the process, or 
the time limit set for the concert or recording has been reached. 

The differences between Western tonal and Indian rag music seem therefore to 
concern the levels at which linearity and non-linearity operate, and the relative 
value ascribed to these two aspects of musical time. Indian music is linear and 
progressive at a local level, while non-linear features predominate at higher 
levels; tonal music extends the principle of hnearity to control the hierarchical 
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organization of pieces as a whole. This does seem to be related to differences in 
cultural ideology: where Western thought since the Enhghtenment has valued 
progress and development, and music theorists have sought to demonstrate the 
logical organization and coherence of great works, Indian theorists have sought 
to emphasize music’s value as a state. Thus, a rag simply is\ the performer’s task 
is to bring the rag to the listeners’ consciousness and allow us to focus our 
attention on the mg’s qualities. If some performances are better than others, it is 
because some establish the mood or affect of the rag more powerfully. For the 
listener, since there is no large-scale sense of teleology, no expectation of recap¬ 
itulation and final cadence, the ideal condition is not so much being entrained to 
teleological process as being absorbed in an ongoing state of mg-ness—one 
which tends towards timelessness. 
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Theoretical perspectives II: general theories 
of rhythm and metre 

3.1 Introduction 

I believe that it should be the aim of any specific study in rhythm to shed light on 
general issues, and this is certainly my intention here. This is not an aim which 
has been pursued with much vigour in recent years: such cross-cultural compar¬ 
ison has yet to regain the impetus it received from ethnomusicologists such as 
Curt Sachs, Mieczyslaw Kolinski, and Alan Lomax; studies in Western music 
often put forward ideas of general apphcability which are however seldom tested 
in the context of non-Westem repertoires; while studies in psychology have 
tended to be studies in the psychology of Western music. 

While this study is founded on Indian concepts, then, I will also discuss how 
those concepts can be translated into general concepts of cross-cultural applic- 
abihty. In explaining tal as a model of metric structure—in "translating’ the 
concept—I beheve that tmderstanding of the Indian concept is broadened. The 
benefit is felt both ways moreover: the findings of Indian music studies enhance 
those of other ethnomusicological studies, and help us move to more sophistic¬ 
ated ideas of rhythmic organization in general. Study of Indian rhythm must 
contribute to the development of general theoretical models of rhythmic organ¬ 
ization, while conversely. Western and other ideas about metre help us to 
understand tdl better. 

A variety of perspectives to emerge from work in other fields—including 
Western music theory, cognitive psychology, and non-Indic ethnomusic- 
ology—^will therefore be of interest to the present study. Three areas in parti¬ 
cular are significant here: 

• Theories of metre (in all three of these fields). 

• The distinction between so-called additive and divisive rhythm, formulated 
most famously by Curt Sachs. 

• Psychological perspectives on the relationship between metre, perception, 
and memory. 
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3.2 Metre: an ethnomusicological perspective 


3.2.1 Problems of metre in ethnomusicology 

Metre, along with tempo and rhythm itself, is one of the core concepts we use 
to describe rhythmic phenomena. But what is metre? To many, particularly 
those familiar with staff notation, it is simply the dimension of music which 
is represented by a time signature. This is rather misleading—^the time signature 
is, historically, a notational convention which aids the co-ordination of en¬ 
sembles but need not indicate metre (although it often does, particularly in 
much eighteenth- and nineteenth-century music). However, since time sig¬ 
natures and related symbols are so widely taken to be indications of metre, 
they do provide useful clues regarding common-sense Western notions of this 
concept. 

A time signature has two components, specifying between them the number of 
beats forming each bar and the note value used to notate this ‘beat’.^ The time 
signature thus specifies both that a particular time imit is regarded as a ‘beat’ 
(which may be calculated, where a metronome figure is given), and that a defined 
number of these beats is grouped together to form a ‘bar’. Thus far we are 
dealing with a notational convention, according to which notational symbols are 
grouped to aid reading. 

In much Western art music of course, the bar is also taken to be a metric unit, 
and the time signature to specify the metre. It is assumed that the first beat of the 
bar is the primary ‘strong’ beat, and that this ‘strong’ beat is complemented by 
one or more subsidiary strong beats and ‘weak’ beats. Metre has often been 
described by musicologists either as a pattern of strong and weak beats, or as a 
grouping of beats for the purpose of measuring time.^ 

Metre for many Western musicians and musicologists seems therefore to be a 
simple concept, a supposition which is confirmed by the brevity of entries on 
metre in many music dictionaries.^ My purpose here is not to examine the 

^ The way this is achieved does of course vary between simple and compound metres; a point 
discussed at some length by Arom (1991). I have tried to use the term ‘measure’ for a metrical unit 
in general (i.e. an intended or perceived metrical unit) and ‘bar’ to describe an aspect of notation. 
Bars exist in notation but not in musical sound, although in some repertoires bar(-lines) are used 
to represent graphically the perceived metrical structure. I have used the terms ‘pulse’ and ‘beat’ 
interchangeably. Epstein suggests a distinction between the two—^that a pulse is a characteristic 
of the performed rhythm, while a beat is a time point, the ‘primary level of meter’ (1995:29)—a 
position which has gained a degree of acceptance. While agreeing that some such distinction may 
be useful, I find Epstein’s use of the terms counter-intuitive: beat suggests to me an intentional 
action (occurring at a time point), and pulse a perceived or unintentional action. Thus I prefer to 
distinguish, where necessary, between a time point and a sonic event (which necessarily has duration), 
with both beat and pulse referring to events perceived or understood as occurring at defined time 
points. 

^ See e.g. Cooper and Meyer (1960:4), who stress the former; Grove 6 (1980, vol. xii: 222) which 
stresses the latter; and the more sophisticated definitions given by Yeston (1976:32-3) and Lerdahl 
and Jackendoff(1983:12). 

^ See Grove 6 (1980) in particular; the definition in the New Harvard Dictionary (1986) is more 
sophisticated, but still perfunctory. 
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concept of metre in Western music in detail,^ although it is worth noting that 
most music theorists and psychologists specializing in rhythmic analysis have 
long since abandoned the assumption that time signatures fully or reliably 
indicate metre.^ What concerns me more here is the acceptance by many ethno- 
musicologists that metre is indeed a simple concept which may be applied to a 
wide range of musics, which may as a consequence be notated with Western- 
style time signatures and bar-lines. Metre and its representation is in fact a 
complex area in Western music theory, so that to apply Western concepts and 
notational conventions in a simplistic way in ethnomusicological studies must be 
methodologically unsound. 

Time signatures may xmdoubtedly sometimes be appropriate to the descrip¬ 
tion of non-Westem musics. What is clear, however, is that this may not be 
assumed to be the case, without an examination of the issues involved. The 
problems encountered by ethnomusicologists in notating the rhythm of musics 
from around the world have been severe, even if many have remained unaware 
of them.^ If in many cases the results have been imsatisfactory, one reason for 
this must be a failure to address the issues which are inevitably involved in 
adapting non-Westem music to Western notational conventions. 

These notational conventions have been employed in the graphical represen¬ 
tation of non-Westem music for centuries.^ The practice increased during the 
era of the greatest growth of ethnomusicological transcription—^that immedi¬ 
ately following the invention of the phonograph in the late nineteenth century— 
and has continued in popularity ever since, despite numerous innovations in 
transcription methodology. Few authors, however, have discussed the ftmction 
of time signatures and bar-lines in their transcriptions. While in many cases they 
may be taken to indicate the transcriber’s perception of metre, given the ambi¬ 
guity of their application in Western music this cannot be assumed to be the case. 

Otto Abraham and Erich von Hombostel’s suggestions on transcription for 
comparative musicologists (1909-10) for instance, would appear to indicate that 
these pioneers did not use notational conventions in so strictly defined a way. 
When they write that 'Each grouping is delineated by a bar line. Whatever appears 
between two given bar fines represents a melodic-rhythmic unit’ (1994:436), this 
could be taken to suggest that grouping or phrase stmcture, rather than metric 
structure is being represented. Yet these authors indicate elsewhere that the time 
signature is in fact clearly intended to represent metre (‘The indication of 

As a mrniber of musicologists have begun to do—^see Lerdahl and Jackendoff, Yeston, Epstein, 
Kramer, and Hasty to name but a few. For a useful survey of Western rhythmics see Arom 
(1991:179-212). 

^ For instance, Wallace Berry suggests that It is fundamental that the meter is often independent 
of the notated bar-line’, and that an important aspect of metrical analysis is the determination of the 
‘real’ metre, whether or not it accords with the notated metre (1976:324). 

^ Ethnomusicologists who have written on these difficulties include Kolinski (1973), Pantaleoni 
(1987), and Arom (1991, esp. 20b-l 1). 

^ A famous example is to be found in Rousseau’s Dictionnaire de Musique (1768). It is worth 
remembering that the association of bar-lines with metric structure became widespread in Europe 
only in the 17th cent. 
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regularly recurring meter may be placed at the beginning of the piece’, 1994:436). 
Abraham and Hombostel did not, evidently, distinguish between these different 
aspects of structure (metre and grouping). Yet unfortunately this confusion has 
continued, with the result that in a large number of ethnomusicological transcrip¬ 
tions the reader is not clear what the notation is meant to signify regarding 
rhythmic structure, let alone whether it does so reliably. 

In instances where music to be transcribed appears to be clearly metrical, 
where the number of pulses per unit can be identified, and where (for whatever 
reasons) the transcriber wishes to use some form of staff notation, it would 
appear to be an obvious decision to indicate metre by means of time signature 
and bar-lines. Kofi Agawu, for instance, argues forcefully and cogently for the 
use of standard notation in the representation of African music (1995a, 19956). 
Yet care must still be taken. Notating musical metre according to such conven¬ 
tions involves the taking of a number of crucial decisions. How do we decide 
which time unit is to be taken as the ‘beat’, and how to notate it? How do we 
decide whether a grouping of 2, 3, or 4 beats is enough to specify a metre, or 
whether a higher level grouping (of 6, 8, 12, or 16 perhaps) is also metrically 
significant? Where does the measure begin and end, and which pulse is a ‘beat’ 
and which an ‘off-beat’? Surely our Western notation system is profoundly 
influenced by the assumptions of our own concept of metre (and vice versa), 
and this can cause problems, particularly in ethnomusicological studies. (An 
instance is the assumption that the first beat of a measure is a primary ‘strong’ 
beat. In gamelan music, the last beat/note of a time unit tends to be the most 
important structurally. Does the transcriber make this stressed pulse the first of 
his measure, confusing the rhythmic structure of the piece, or the last, risking the 
misreading of the notation?) 

3.2.2 Three theories on metre 

There is obviously a need to clarify our concept of metre in such a way that we 
have definable and meaningful terms with which to describe a variety of musics, 
and notational tools apphcable to as many as possible. Three important strands 
of research have taken us part of the way to achieving this. Firstly we are 
indebted to Mieczyslaw Kolinski, for making an important connection between 
metre and Gestalt psychology (1973). Kolinski described metre as a background 
against which the rhythmic surface is perceived. According to this view metre is a 
kind of reference grid which profoundly influences the perception and cognition 
of rhythm, the ‘ground’ to rhythm’s ‘figure’. In most cases of course, metre must 
itself be inferred by the listener from the rhythmic surface. This suggests a 
complex mechanism in musical cognition, whereby metre is inferred subjectively 
from the rhythmic surface, which is itself then interpreted with reference to this 
very metrical framework. 

Psychological research tends to confirm that all metrical music has a dual 
structure in cognition, in which rhythm is superimposed on an underlying beat. 
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As Jay Dowling and Dane Harwood point out, The dual structure of underlying 
beat and superimposed rhythm is fimdamental to the cognitive organization of 
music..(1986:186). Similarly, Eric Clarke describes metre as ‘a framework 
aroimd which individual notes are organized, and through which they gain an 
appropriate durational quantification’ (1987:228). 

This idea is of great importance in understanding HindustM music’s rhyth¬ 
mic organization. This idea of such a dual structure is an integral, if imphcit, 
part of conventional tdl theory, and will be built into the theoretical model 
developed below. ^ It seems reasonable to describe tdl as the conceptual sub¬ 
structure upon which rhythm is overlaid, and to discuss the relationship between 
the tdl and the ‘surface’ rhythm, and how (if at all) the tdl organizes or generates 
that rhythm. 

Fred Lerdahl and Ray Jackendoff (1983) have, by disentangling metric and 
grouping structure in Western tonal music, been able to develop arguably the 
most convincing metric theory to date, one which is now widely accepted in 
Western music theory (although it is not yet clear to what extent their theory 
may be applicable to other musics). According to this theory metre is described 
in terms of the interaction of two or more concurrent levels of pulsation, in such 
a way as to generate ‘beats’ which are relatively strong or weak (the ‘stronger’ 
beats being so in an abstract structural sense, not necessarily louder or otherwise 
more stressed than the ‘weaker’ beats). A time point which is perceived as a beat 
on two different levels of pulsation is ‘structurally stronger’ than a point which is 
felt as a beat on only one level. For music to have metre therefore, it must be 
perceived to have at least two such pulse levels: often there will be three or more. 
This analysis and the dot notation used to illustrate it prove powerful tools in the 
metric analysis of Western tonal music, and have been adapted below. 

Thus with Kolinski’s image of metre as a background or framework for 
rhythm, and Lerdahl and JackendofFs theory of metre as interacting pulse 
streams and their system for its notation and analysis, we have the beginnings 
of a concept of metre of wide applicabihty. These ideas may also be seen in the 
light of a third, perhaps more radical approach still, that of Simha Arom (1991). 
Arom suggests that although Central African polyrhythm is clearly organized in 
a periodic manner, the concept and term ‘metre’ are inappropriate in this context 
(he prefers ‘isoperiodicity’). Metre, as we have seen, implies a hierarchy of strong 
and weak beats (an ‘accentual matrix’ in Arom’s terms). Central African poly¬ 
rhythm on the other hand consists of a web of interlocking, periodic rhythmic 
patterns, organized around a single primary pulse level. Since there is only one 
pulse level, and no regular ‘accentual matrix’, this organization cannot (accord¬ 
ing to Arom) be described as a type of metre.^ 

Arom’s careful review of the history of Western rhythmics, and equally clear 
redefinition of certain basic rhythmic terminology, points the way forward for 

® Rowell, writing on early Indian music, describes it as a ‘counterpoint—audible events superim¬ 
posed over a conceptual substructure’ (1988a: 143), 

^ See Arom’s discussion of metre, p. 204, and of African rhythmics, pp. 206 ff. 
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studies of this kind. Yet, precisely because the kind of music to which he directs 
his attention is in his view not metrical, his coverage of metre (and of dependent 
concepts such as syncopation) is rather brief. 

Metre as discussed by Arom is, effectively, a regular pattern of accentuation. 
Defined in this way, one would assume that metre is dependent on a continuing, 
regular, and audible accentuation pattern, and consequently that once such 
a pattern ceases to be heard, metre ceases to exist. This would clearly be too 
simple a view of metre however, as Arom himself concedes when he writes that 
‘the measure may be inaudible but is nonetheless still taken as the temporal 
reference of the musical durations’ (1991:204, italics added). Arom claims in 
the same section that 'What is called metre in music is.., the simplest form of 
rhythmic expression. In other words, musical metre has no independent status’ 
(1991:204). While the latter point is strictly true, it is worth reiterating that 
metre can in fact have a status independent of audible accentuation patterns: 
although it may be inferred on the basis of a recurrent accentual pattern, it is not 
to be confused with that pattern. Thus, even in a situation where such an 
accentual pattern, once established, ceases to be heard, the metrical structure 
derived from that accentuation may continue to be supplied by the listener, who 
has come to expect its continuation. 

This caveat does not necessarily affect Arom’s subsequent argument, how¬ 
ever. If, as I have suggested, we accept Lerdahl and JackendofFs proposition 
that metre depends on the perception of at least two pulse levels, and if Arom is 
correct in stating that only one such level is present in traditional Central 
African music, then according to our definition such music is indeed not me¬ 
trical.^® This does, however, show up once again the need for caution in the 
definition and use of such concepts. Arom talks of music based on ‘A strictly 
periodic structure (isoperiodicity)... set up by the repetition of identical or 
similar musical material’ (1991:211): it would be quite possible to draft a 
definition of metre loose enough to include such organization. I am however 
inclined to accept Arom’s ‘isoperiodidty’ as a term describing such periodic, 
pulsation-based organization. This has the advantage of freeing the term ‘metre’ 
for organization fulfilling further conditions—roughly speaking, that pulses 
should be organized according to a regular hierarchical scheme (i.e. some pulses 
are more structurally important than others; these more important pulses them¬ 
selves generate a second level of pulsation). 

3.2.3 The subjectivity of metre 

Another important point to come out of this discussion is the importance of the 
listener. Metre is more than a simple accentual pattern, and moreover it is not 

Arom’s supposition that the principles of rhythmic organization described by him are the same 
in ‘most traditional African music’ (1991:211) would however be disputed by some. Agawu, for 
instance, insists on a simple metrical background for most Northern Ewe music (against which 
interest is created by a more complex rhythmic foreground). 
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necessarily measurable or objectively demonstrable. On the contrary, metre 
depends for its existence on the agency of a human interpreter. Psychological 
studies on metric interpretation suggest that the process is far more complex 
than might otherwise have been assumed (as indeed, the relationship between 
music sound and its cognitive representation is in general rather complex). The 
construction of a cognitive representation of metre is far from being a simple 
process based on the recognition of louder (or otherwise accented) sounds. 

It is clear that it is possible for a single piece of music to be interpreted 
metrically in more than one way.^' Indeed, the greater part of Lerdahl and 
JackendofFs work on tonal music is devoted to the exposition of ‘well- 
formedness rules’ and ‘preference rules’, describing the ways in which listeners 
tend to choose one possible metric interpretation rather than another. Even if 
Lerdahl and JackendofFs basic approach is sound, it is not clear how listeners of 
differing cultural backgrounds apply such rules: which (if any) are universally 
valid, and how those which are not universal vary between cultures. If metrical 
interpretation depends on the identification of key musical parameters (such 
as patterns of intensity or duration, the repetition of melodic or harmonic 
features, or something else), then it seems more than possible that people of 
different cultural backgrounds assign importance to these parameters in differ¬ 
ent ways.^^ 

3.3 Metre vs. rhythm in Western and Indian music 

The distinction between metre and rhythm has been a matter of debate in 
Western music theory for several centuries, as Christopher Hasty demonstrates 
in his extensive discussion of the topic (1997). My own discussion above ac¬ 
cepted the clear and unequivocal nature of the distinction rather easily perhaps, 
partly because I feel that such a distinction is useful in clarifying what we mean 
by the term ‘metre’, and partly because such a firm separation accords with 
Indian intuitions on the subject and lends itself well to the analysis of Indian 
music. It is nevertheless a subject that deserves further consideration. 

One Indian writer who makes the metre-rhythm distinction (albeit in different 
terms) is Vamanrao Deshpande: 

Nature exhibits one kind of rhythm in events repeating themselves at regular intervals of 
time and the other in movements of an irregular kind... In music we find both kinds of 
movements reflected in the forms of tala and laya respectively. The regular rhythm is the 
tala or theka, which may be called the ‘standard rhythm’. The irregular rhythm is laya and 
may be called the ‘functional rhythm’... The movement of music takes place within the 
cycles of tala but with irregular movements. (1987:70) 

The distinction he draws is of course that between metre {tat) and rhythm (for 
which he uses the term lay, in a sense which he himself admits to be rather 
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idiosyncratic; see Chapter 6). For Deshpande, the musician’s job is to control or 
regulate these irregular rhythms in order to create perfect forms: 

the musical sounds... possess a sort of a form and shape of their own. These can be 
described as ‘audible’ shapes and forms, A successful bandish [composition or, in Desh- 
pande’s terms, performance as a whole] is that in which an ‘audible organization’ is 
organically and coherently formed out of these audible shapes and forms... (1987:100) 

Deshpande’s position—^that the actual musical sounds form ‘audible shapes’ 
which have irregular rhythm and which must be entrained to the regular rhythm 
of tal —is one often expressed by Indian music theorists. The traditional Sanskrit 
saying "srutir mdtd layah pitd"—'sruti (i.e. pitch) is the mother and lay the father 
(of music)’—expresses this same idea (lay here is meant in the rather more usual 
sense of rhythm as regularity and tempo). Similarly for Arun Kumar Sen, ‘Tala 
binds music by definite rules and restrictions of Time. Just as lack of definite time 
sequence in fife leads to a lack of happiness and prosperity, so too music without 
tala makes it meaningless and ineffective... Tala disciplines music and entices 
the audience by its organized form, stability and outstanding qualities’ 
(1994:13-14). 

Tdl then is almost universally regarded as a positive attribute, a force for 
stability and regulation, allowing otherwise untamed and irregular rhythmic 
impulses to be constrained in a well-organized form. This would seem to be 
closely related to the earlier Hindu view of musical time measurement as ritually 
necessary—the result is expressed in musical rather than metaphysical terms, 
and yet the value accorded to time measurement and regulation is similarly high. 

Western views have been rather more equivocal; the natural, organic rhythmic 
impulse has tended to be accorded the higher value, while metrical rigidity has 
been seen as inimical to good musical performance. Metre, for many Western 
theorists, has been seen as a regrettable necessity rather than as the valuable 
source of order it has been to most Indian writers. Perhaps the most neutral view 
is that of David Epstein, who sees these two dimensions of rhythmic organiza¬ 
tion in a productive state of tension. 

[Music] imparts upon a potentially undifferentiated continuum two species of demarca¬ 
tion; the mensural demarcation of beat and, subsequently, meter; and the demarcation of 
time related to experience, perceived qualitatively through the events of a given musical 
work. It poses both metrical and experiential frames simultaneously, placing them 
variously in states of co-ordination or of opposition and tension. (1987:56) 

This notion may be supported by another strand of research in music psy¬ 
chology. Jeanne Bamberger suggests, on the basis of experiments with children, 
the existence of two modes of rhythmic understanding, termed figural and 
metrical.According to this theory, metric understanding depends on the 
relationship of rhythm to an underlying beat, while figural understanding does 

These modes are described as particular instances of a general dichotomy between ‘figural and 
formal modes of organizing present phenomena’ (Bamberger 1991:15). 
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not, relying more on general Gestalt principles such as the grouping of Kke 
elements. Drawing a correlation between these two modes of rhythmic inter¬ 
pretation, and the domains of ‘rhythm’ and ‘metre’ reinforces the view that 
phrases or patterns may be understood both in terms of their own internal 
structures and their relationship to metrical frameworks. 

Even in cultures with highly developed theories of metre, such as in India, 
people may imderstand and organize rhythm in non-metrical ways. In the 
Indian context this may for instance help us to explain the similarities between 
the 16-beat tmtdl (and its several variants), the 14-beat dfpcandf, and even the 10- 
beat jhaptdl: although clearly representing different metres^ each has the same 
gestural pattern (clap-clap-wave-clap), and similar sequences of tabid strokes in 
its basic drum pattern. That they are considered to be closely related is apparent 
from the fact that tdl names such as dTpcandi, cditcar, and addhd may refer to 
structures of either 14 or 16 mdtrds}^ 

Metre, as Eric Clarke suggested, may be regarded as ‘a cognitive framework 
around which events are organized’, yet as Stephen Handel and Gregory Law- 
son point out, it is not really possible to separate rhythmic figure and ground. 
‘Each rhythmic level... functions as both a figure and a ground; it becomes part 
of the perceived rhythm, yet simultaneously is part of the supporting framework 
for other rhythmic levels. This makes theorizing about rhythm extremely diffi¬ 
cult’ (1983:118). 

For these psychologists, then, rhythm arises as a result of the interaction of 
different levels in context, and any attempt to separate rhythm and metre is over- 
simplistic. As Western musicologists have been rather more ready than their 
Indian counterparts to point out, it is difficult to construct and maintain a 
boundary between metre and rhythm. Metre is not itself audible, and therefore 
cannot be construed other than on the evidence of rhythmic sounds and actions; 
conversely metre tends to direct rhythm, and even to suggest or to generate 
rhythm. Thus a constant interaction between metre and rhythm must continue 
in the cognitive processing of any metrical music, and I believe that this is as true 
of Indian music as European. The nature of the relationship between metre and 
rhythm will be a recurring theme in later chapters. 


3.4 Metre, cognition, and the present 

A relationship is sometimes postulated between the perception of metre and the 
psychological (alternatively perceptual, subjective, conscious, or specious) pre¬ 
sent, a phenomenon ‘commonly understood as a time interval in which sensory 
information, internal processing, and concurrent behavior appear to be inte¬ 
grated within the same span of attention’ (Michon 1978:89). Since the psycho¬ 
logical present is somewhat flexible, being dependent on the rate and kind of 
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information being processed, it is not possible to set precise parameters; but it 
is usually taken to span a period of a few seconds. John Michon believes the 
present plays a crucial role to the extent that ‘the process of discovering or 
constructing the temporal pattern of a sequence of events is consciously experi¬ 
enced as the specious present" (1978:90), citing metre as a temporal pattern in 
this sense. His suggestion seems to be that since a pulse can only be perceived as 
such within a certain durational limit corresponding to the ‘present’, this must 
also limit the duration of any metrically significant time-span. 

If metre depends on the perception of two or more nested pulse levels, the 
longest of which is the measure (period or cycle), then if Michon is correct the 
measure should theoretically not exceed the limits of the present, commonly 
estimated at around 2-3 seconds in duration. In Alf Gabrielsson’s words, 
features of rhythm such as grouping and accent 

take place within a relatively short period of time, what.., William James once called ‘the 
specious present’... This duration is short, in most cases only a few seconds... The 
meaning of this condition for rhythm is easily demonstrated. Clap any rhythm you like. 
Then make it successively slower and slower, and it won’t take long until you discover 
that it gets very difficult to clap it any longer; the pattern dissolves, leaving only a number 
of isolated events. You may make a conscious mental effort to still keep them together, 
but in that case there is a conceived (cognitively constructed) rhythm rather than a 
spontaneously perceived one. (1993:97) 

Candace Brower attempts to go even further than this, correlating different 
levels of musical structure to different cognitive mechanisms. Thus foreground 
structure depends on sensory or echoic memory (which to some psychologists is 
related to or synonymous with the present); middleground structure with short¬ 
term memory; and background structure with long-term memory (1993). While 
such suggestions are rather speculative, it seems likely that musical cognition 
should ultimately be explainable in terms of the interaction of various mechan¬ 
isms of perception and memory. 

The problem for a study of tal is that tal cycles are rarely as short in duration 
as 3 seconds, and are frequently much longer. Taking commonly accepted 
definitions of metre and applying them to tal one is tempted to conclude that 
in many cases a tal cannot be described as a metre, since the recurrence of the 
cycle cannot be directly perceived through the functioning of the present, of 
sensory memory or even perhaps of short-term memory. Work in this area is still 
in progress, and it would be premature to build too much speculation on what 

Poppel suggests a figure of around 3 seconds, citing the timing of ‘Ceremonial greetings, playful 
gestures directed towards others, and many other types of behavior characterized by intentional- 
ity..as corroborative evidence (1989:87). Durr and Gerstenberg suggest a rather higher figure: 
‘Modem psychologists have suggested 12 seconds as the longest span of time which can be distinctly 
perceived as a single unit’ (1980:805). Dowling and Harwood write of ‘a psychological present 
normally lying in the 2-5 sec range but occasionally stretching out to 10 or 12 sec’. They do allow, 
however, that ‘The length of the psychological present varies with context and can be manipulated by 
composers and performers in particular contexts within stylistic limits’ (1986:181). 

The most precise set of figures I have seen are 0.2-1.8 seconds (in Pamcutt 1987:133-4), 
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are themselves rather speculative theories. What does seem clear however, is that 
a cycle lasting 2 seconds and a cycle lasting 60 seconds are likely to be perceived 
and understood very differently—^the latter will be cognitively constructed 
rather than directly perceived, perhaps. 


3.5 Additive or complex metre 

3.5.1 From additive and divisive rhythm... 

The distinction sometimes made between ‘additive’ and ‘divisive’ rhythm is 
important here, not least since Indian rhythm is often described as ‘additive’ 
(in implicit or explicit contrast with ‘divisive’ rhythm in Western music). Curt 
Sachs distinguished divisive rhythm, in which time is divided into equal parts 
(also called ‘qualitative’), from additive rhythm, made by adding unequal time- 
spans (also called ‘quantitative’) (1953:24-6, 93). He saw Indian rhythm as 
additive, because of the addition of groups of different lengths in many tdl 
structures. Hence his rather extreme (and misleading) comment that ‘A musical 
system so thoroughly metrical as India’s cannot create “divisive” rhythms... 
No Indian pattern can be divided into halves, thirds, or quarters; they all are 
‘irregular’ from our Western viewpoint’ (1953:102). 

For A. H. Fox Strangways, writing in 1914, this supposed Indian predilection 
for additive rhythm (although the term had not yet been coined) was a con¬ 
sequence of a duration-based prosodic system (in contrast to Western stress- 
based organization). 

It is sometimes thought that these uneven times—5, 7, 10, 14, and so on—are full of 
suggestion for European composers. This on the whole may be doubted, because dur¬ 
ation is not the same thing as stress. All these Indian rhythms have their raison d'etre in 
the contrast of long and short duration, and to identify these with much and little stress is 
to vulgarize the rhythms. (1914:222) 

Stress pulses, and demands regularity; duration is complementary, and revels in irregu¬ 
larity. In order to get the true sense of duration we have to get rid of stress, and this would 
mean that we must find some other means (as the Hindus do) of marking the beginning of 
the bar than by accenting it. (1914:223) 

Fox Strangways and Sachs seem to be thinking on the same hnes, drawing a 
distinction between stress-based ‘divisive’ rhythm and duration-based ‘additive’ 
structures. Harold Powers follows Sachs to the extent of asserting that ‘an avarta 
is not in principle divisible into subsections of equal length but has rather to be 

It may be that a fuller understanding of the processes involved will be possible if we supplement 
the idea of the perceptual present with more complex concepts such as Alan Baddeley’s ‘multi- 
component working memory model’ (1990:67), and integrate this with Mari Riess Jones’s theory of 
attentional periodicity (see e.g. Jones and Yee 1993). This is somewhat beyond the scope of the 
present work, unfortunately, but it does seem clear that the psychological significance of absolute 
duration and tempo needs to be taken into account in any study of rhythm and metre. 
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assembled by adding up its vibhdg or anga [parts or sections; see Chapter 5]’ 
(1980:119). Lewis Rowell, also taking on board Sachs’s terminology, suggests 
that part of Indian music’s uniqueness lies 'not so much in her exploitation of 
additive rhythms as in the development of an appropriate theoretical framework 
for their codification’ (1992:209). This view is however questioned by Richard 
Widdess, who suggests that apart from a limited number of irregular metres, ‘the 
musical rhythm of Indian ar^music is predominantly “divisive” rather than 
“additive”’(1981^»: 133). 

It is clear that most of the comments cited here refer to metrical organization 
rather than rhythm in general. If we extend the discussion to cover the organiza¬ 
tion of rhythmic patterns, the proposed distinction between stress-based ‘di¬ 
visive’ patterns and duration-based ‘additive’ patterns may have different 
implications. I am not sure, in fact, that such a distinction can be made, at least 
in terms of addition and division—^if it can, then perhaps it applies best to the 
transformation or variation of patterns (is a crotchet potentially divisible into 
two quavers, or must it endure as a crotchet in any transformation?) rather than 
their basic form. It is easier to see how rhythmic patterns can be interpreted as 
stress- or duration-based, along Fox Strangways’s lines, although I very much 
doubt that patterns can be classified as one or the other so much as interpreted in 
two different ways. 

Rhythm, then, may be interpreted either as an alternation of stresses or as a 
succession of durations—^but either of these positions assumes a degree of 
analytical listening, and perhaps imderestimates our capacity to apprehend 
patterns as wholes. This facility is hinted at by Bamberger’s concept of figural 
understanding, which we might extend to suggest that rhythmic patterns may be 
apprehended as figures or gestures, from which elements of both stress and 
duration may potentially be extracted. This may be extended perhaps to the 
cognition of recurrent patterns such as contribute to the cognition of metre. 
Manfred Clynes and Janice Walker put forward the idea of a rhythmic pulse 
which is pre-programmed as a unitary event; ‘the iteration of a rhythmic pulse in 
general represents a unitary event preprogrammed not as an alternation of 
activity and rest, as musical notation implies, but as a replication of a single 
dynamic form accurately stored in memory’ (1982:176). They continue; ‘ana¬ 
lysis in terms of “strong” and “weak” alone cannot do justice to the great 
subtleties of relative timing, accent, and the details of form of the pulse, which 
determine its actual character’ (1982:192). 

These theoretical speculations, as to whether the organization of musical time 
is best regarded as a division of time measures or the addition of shorter 

Another distinction made earlier by Sachs (1943:41-3), was between the categories ‘logogenic’ 
and ‘melogenic’; he found speech-derived rhythm (logogenic) more uneven, more constant in tempo 
and flatter in hierarchy than that derived from music (melogenic). He also introduced a concept of 
numerical rhythm, which is distinguished by a counted number of syllables, the ‘absence of meter’ 
and the ‘absence, scarcity or vagueness of accents* (1953:26, 57). In his later work Sachs talks of 
three types of rhythmic organization—^purely numerical; relying on actual or suggested stresses; and 
metre (i.e. additive rhythm) (1962:113 ff.). 
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time units; as the succession of durable events or the alternation of relatively 
more and less intense events; as the interaction of different pulse levels or as 
the replication of a unitary rhythmic pulse, can be widely applied in music 
theory and analysis. To the extent that these options can often be regarded 
as equally vahd ways of describing the same phenomena, it is however prob¬ 
lematic to use such notions as a basis for comparison of musical cognition 
(as opposed to theory and ideology). It may be that questions of additive 
metre have tended to come up in discussions of Indian music simply because 
traditional Western models of metre have been unable to accommodate Ind¬ 
ian tdl structures, and if this is so the additive/divisive dichotomy may be 
illusory. 

This inability to accommodate tal patterns is apparent even in Lerdahl and 
JackendofTs metrical speculations. These authors, as I noted above, consider 
metre to be the product of the interaction of two or more pulse levels. Since their 
conception of a pulse is as a series of time points separated by notionally equal 
time units, they can account for simple and compound metres as used in Western 
music, but not (for instance) the North Indian jhaptdl, with its 10 beats divided 
2 + 3 + 2 -h 3. For this Indian pattern to be analysed in Lerdahl and Jackendoff’s 
terms, we have to alter one of their "well-formedness’ rules for metre in order to 
allow an irregular pulse level as metrical; this means breaking with the assump¬ 
tion of pulses being separated by equal durations. 

In view of such difficulties, it might appear tempting to appeal to Sachs’s 
additive-divisive dichotomy to explain Jhaptdl, but this presents new problems. 
Since North Indian music also uses a pattern of 16 beats divided 4-|-4-j-4-{-4 
(tintdl), an application of the additive-divisive dichotomy would suggest either 
that jhaptdl is fundamentally of a different metrical species to tTntdl, for which we 
have no evidence and which would appear to run contrary to the intuitions of 
Indian performers; or else that apparently binary metres somehow work quite 
differently in Indian music to Western, which seems to me equally unsatisfac¬ 
tory. Even if we could establish that jhaptdl and tmtdl originate in different 
metrical systems, it would remain for us to explain how both can be accommo¬ 
dated under the heading ‘tdT without apparent difficulty. 

3.5.2 ... to irregular or complex metre 

Listening to a piece of music in 4/4 we may certainly experience, as Lerdahl and 
Jackendoff suggest, at least two interacting pulse levels, contributing to a sense 
of metre; the metrical pattern may itself be experienced as a kind of figure or 
Gestalt; we may moreover experience at the same moment the recurrence of this 
metrical pattern and the independent flow of melodic and rhythmic groups and 
phrases. I beheve, however, that the idea that the measure is divided (into two, 
and into two again) is misleading, partly because it assumes the measure’s 
duration as a given prior to its division; surely the measure exists either as an 
internally differentiated whole or not at all. 
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The Indian listener, assuming a known tdl, performed at medium tempo, 
with divisions marked by hand gestures, has an experience of a similar kind 
despite the greater complexity of the metrical pattern. The difference is that in 
Indian music (as, incidentally, in much West and Central Asian, and Balkan 
music), one of the principal pulse levels which contributes to a sense of metre 
may be, in Western terms, irregular. Listening to jhaptdl for instance, besides 
pulsations at the level of the beat and the cycle, the listener is aware of the 
2 + 3 + 2 + 3 division, a level at which some pulses appear to be longer than 
others. 

This kind of metrical construction may be related to one or more of a number 
of other phenomena—^in particular, the use of apparently related metres (so- 
called ‘aksak’) in the Balkans and the Middle East as dance rhythms, where 
long’ beats correlate to ‘heavy’ dance steps; and the distinction between long 
and short syllables in the prosody of some languages (including Sanskrit and 
Hindi). It may also be related to the metric structure of African percussion 
ensemble music, which has been the subject of considerable academic debate. 
According to Simha Arom such music is organized (in Central Africa at least) 
with reference to a single pulse level; patterns repeat, usually every 8 or 12 pulses 
or a fraction thereof. There is no underlying ‘accentual matrix’ such as one 
would expect in a metre (1989:91). Yet Ruth Stone, working in West Africa, 
refers to the ‘double-bell pattern’ or so-called ‘time-line’ around which ensemble 
music in this region seems to be organized: 

j j j-j j j-j 


Stone regards this pattern as representing a pulse 

j j j. j j. 


and comments that ‘it does not follow that [the] background grid of an equally 
spaced pulse must then determine that the beat constituted of several pulses at 
the next level in the hierarchy must also be equally spaced’ (1985:140). Arom in 
fact notes the same phenomenon, describing it as ‘rhythmic oddity’ (because the 
group of 12 pulses is effectively split into a 7 and a 5; 8 can be split into 5 + 3, and 
so on), but does not interpret the time-line as a non-isochronous pulse. Jonathan 
Magill and Jeffrey Pressing have on the other hand gone so far as to test the 
hypothesis that the underlying mental model for West African drumming is 
based on the ‘irregular’ time-line rather than on a regular pulse (1997), finding 
some evidence to support this contention. 

Irregularity in this case may perform the function of differentiation: since 
stress or dynamic accent seems to play little or no role in determining metre in 
African percussion ensembles, a cycle can only be internally differentiated by 
varying the length of the beats. It may be, therefore, that the use of ‘unequal 
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beats’ as an integral part of metric structure is actually rather widespread, being 
found in India and several other regions of Asia, much of Africa, and Eastern 
Europe (and, perhaps, rather unusually absent from most tonal music in the 
European tradition). Indian music has used for centuries the device of long vs. 
short ‘beats’ alongside other means of differentiation (e.g. sounded vs. silent 
gestures in cheironomy, resonant vs. damped drum strokes). 

Justin London offers some insights into what he calls ‘complex’ metre—^that 
‘in which one level is nonisochronous’ (1995:66). London’s formulation avoids 
one of the problems of Lerdahl and JackendofFs when he says that ‘meter 
minimally consists of two levels: B [beat] and M [measure] (where M = some 
modular ordering of Bs)’ (1995:68). I believe that this concept of metre, which 
accommodates such ‘complex’ or ‘irregular’ patterns may ultimately be more 
satisfactory than the additive-divisive dichotomy. Also useful is London’s com¬ 
ment that: ‘There appears to be a general correlation between metric complexity 
and fragility: complex meters require “explicit specification” of their invariant 
features ... and once established, these patterns can be varied only within 
extremely narrow limits’ (1995:69). 

As I will show, this statement is an apt description of Indian tal, and neatly 
establishes the correlation between two of the most important differences be¬ 
tween Indian and Western metre—^that the former is both more complex and 
more explicitly established. 


3.6 Summary: six statements on metre 

Metre as commonly understood in the West is clearly not a universal concept, 
nor is it a phenomenon observable in all world musics. It should, however, be 
possible to develop a concept of metre which is applicable beyond our own 
culture, since the organization of rhythm with respect to a periodic pattern of 
differentiated (e.g. ‘strong’ and ‘weak’, or perhaps ‘long’ and ‘short’) beats is 
certainly not limited to Western music. At this stage it will be most useful to 
assess the state of our knowledge and to propose general hypotheses to test 
against our findings on North Indian music (and to refine in the future). In the 
light of this discussion, the following statements regarding musical metre— 
consistent with our current understanding of the concept—^will serve as useful 
points of comparison with North Indian music. 

1. Much music (but not all) is organized with respect to a periodic and 
hierarchical temporal framework, in such a way that a cognitive representation 
of this framework may be generated in the mind of the listener. This organiza¬ 
tion and its representation are termed ‘metre’. 

2. Metre can be said to exist when two or more continuous streams of 
pulsation are perceived to interact; these streams are composed of time points 
(beats) separated by durations definable as multiples of a basic time unit. Time 
points which are perceived as beats on more than one level are ‘stronger’ than 
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those which are beats on only one level; metre can thus be regarded as necessarily 
hierarchical. 

3. Beats may be differentiated by stress and/or duration (i.e. they can be 
perceived as strong and weak, and/or long and short). 

4. The relationship between metre and rhythm has two complementary 
aspects: metre is inferred (largely subjectively) on the basis of evidence presented 
by rhythm, while rhythm is interpreted in terms of its relationship to that metre. 

5. The inference of metre is a complex phenomenon which is influenced by the 
musical experience and training of the listener, and more indirectly perhaps by 
his or her general experience and cultural background. Consequently both 
metric theory and practice are culturally determined to a great extent, although 
they are ultimately founded on the same psycho-physiological universals. 

6. The cognition of metre appears to be dependent on one or more of the 
following factors: the extent of the perceptual present (determining that pulses 
are unlikely to be separated by more than 2-3 secs.); the function of short-term 
memory; and the ability to comprehend recurring patterns as single Gestalts 
which combine notions of stress and duration. 
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Tdl theory as a model of rhythmic 
organization 

4.1 An outline of tdl theory 

All North Indian rag music may be classified as either nibaddh (bound by tdl) or 
anibaddh (tmbound); in principle, all metrically organized music falls into the 
first category, and is set to one of a number of authorized metric frameworks 
called tdls. Tdls are conceived as cyclically recurring patterns of fixed length. The 
overall time-span of each cycle {dmrt) is made up of a certain number of smaller 
time units {mdtrds), and these mdtrds are organized into sections (vibhdgs or 
angs). Mdtrd may be translated as ‘beat’ in most contexts, but I have tried to 
avoid this here since there are circumstances in which it may cause confusion. 
Vibhdg may be translated as ‘section’; the vibhdg is a subdivision of the dvart. 
Thus in principle the tdl is a hierarchical structure organized on three temporal 
levels, from the smallest time unit (mdtrd), to the section (vibhdg), to the 
complete cycle (dvart). The tdl cycle may be conceived as either a sum of its 
vibhdgs (or mdtrds), or as a single unit divided into smaller (but not necessarily 
equal) time units. 

Each vibhdg is marked at its start by a hand gesture, either a clap (tdlt) or a 
wave (khdlt), the sequence of which makes up a ‘clap pattern’^ which may be 
employed by performers and/or hsteners to count out the tdl. The first mdtrd of 
the cycle is designated sam? Each tdl also has a thekd —^a basic recognizable 
pattern of strokes (bols) for the tabid or pakhdvaj,^ These features are illustrated 
in Example 4.1, using the example of the \Q-mdtrd jhaptdl. 

Jhaptdl is a tdl comprising cycles of 10 mdtrds, which are divided into four 
vibhdgs, two of 2 mdtrds and two of 3 mdtrds, in the sequence 2 +3-1-2 +3. 
The clap pattern consists of hand gestures on each vibhdg, as follows; tdlT + tali 
+ khdlf + tdlT (clap + clap + wave + clap). The vibhdgs are assigned notational 
symbols as follows; 1st tali (sarn) = X, 2nd tali = 2, khdlf =Q, and 3rd tdlT=3 
(giving in all: X 2 0 3—see the preliminary ‘Note on music notations’). The 
thekd is made up of bols, that is strokes of the tabid or pakhdvaj, which are 

^ This term is borrowed from Widdess (19816), 

^ Sam is marked by a tdlim. all except rupak tdl, where it is signified by a khdlt 

^ A number of musicologists use the term thapiyd (or thdpiya) as the pakhdvaj equivalent of the 
tabid thekd (the pakhdvaj is the barrel drum used to accompany dhrupad and dhamar performance); 
see e.g. Srivastav 1980:55. However, there is some dispute as to whether the two share the same 
function; see Stewart (1974; 86) and Bhowmick (1981:56). 
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Table 4.1 Some common bols (strokes) for the tabla and pakharaj 


performance technique 

instrument 


hands 

damping 

tabid 

pakhdvaj 

(right hand) 

undamped 

ta/na, tin, tu, etc. 

din, ta 


damped 

tete 

tita 

(left hand) 

undamped 

ge/ghe 

ge 


damped 

ke/ka 

ka 

combination 


dha (ta -f ghe). 

dha. 

(r.h. + l.h.) 


dhin (tin + ghe), 
tirakita 

titakitagadigana 


represented by onomatopoeic syllables (‘dhin, na’ etc.)."^ The main drum 
bols may be illustrated as in Table 4.1; those shown in bold are bhari (‘full’) 
bols, the remainder are khali (‘empty’). The basic thekd of jhaptdl is given in 
Example 4.1. 


jhqrtil: 10 matras, 2+3+2+3 


X 

2 

0 

3 

dhin na 

dhin dhin na 

tin nS 

dhin dhin na 


<- 1 matra (beat) 

«-• viMa^ (section) 

I- 1 a varf (cycle) 

Example 4.1 Jhaptdl in sargam notation, showing structure and thekd 


This introduces the principal concepts and terms of modem North Indian tdl 
theory. In practice, tdls are usually cited in written form as in the upper part of 
Example 4.1; they are taught orally by reciting the thekd to the accompaniment 
of the clap pattern. (A list of the most common North Indian tdls is given in 
Chapter 5, with more detailed discussion of these features.) 

The next most important concept in Hindustani rhythmic theory is that of lay, 
which governs the speed of the music. Historically, lay refers to the rate of 
succession of the tdl stmcture (i.e. tempo), but often in practice it is used to 
describe what we would call rhythmic density, or as a general term for ‘rhythm’ 
(see Chapter 6). Both lay and the related concept of laykdrT have important 
implications for the ways in which rhythmic organization is understood in 
North Indian music. LaykdrT is usually translated as rhythmic play or rhyth¬ 
mic variation—^it is dependent on the idea of surface rhythm being generated 
directly from the tdl structure by means including subdivision of the mdtrd (see 
Chapter 10). 

^ The variety of bols, method of production and naming vary between the different tabid and 
pakhdvaj traditions (see e.g. Gottlieb 1977; Stewart 1974; Kippen 1988). 
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4.1.1 Implications of tal theory 

Even this brief introduction to tdl theory—and most general works on Indian 
music barely go further than this—tells us a great deal about assumptions on 
rhythmic organization within North Indian music culture. The main points are 
as follows; 

• The principles of metric organization are the same for all metred music 
(with only the choice of particular tal and lay varying); 

• metred music has a dual structure, whose explicit metric element is mani¬ 
fested as the tal and regulates rhythm; 

• this metric structure {tdl) repeats cyclically; 

• time is kept by means of clap patterns, which represent the internal struc¬ 
ture of the tdl cycle; 

• each tdl has an associated thekd, or identifying drum pattern; 

• the concept of lay governs the tempo (i.e. the rate of succession of the tdl), 
while that of laykdrT governs the generation of surface rhythm by means of 
subdivision of the tdTs time-spans. 

These then are some of the assumptions of conventional tdl theory. They 
cover not only the way tdl works (e.g. it can be manifested by clap patterns and/ 
or thekd), but also more fundamental assumptions—^that music should be 
organized by an explicit metric structure (conceptually distinct from rhythm), 
that this should be done accurately and unambiguously, and that all nibaddh 
(metrically bound) music is organized by the same system. Example 4.2 illus¬ 
trates the dual structure implied by these assumptions, tdl underlying surface 
rhythm. 


: : : fa/to surface rhythm relationship 
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surface rhythm 
tal 


Example 4.2 A theoretical model for rhythmic organi 2 ation, incorporating tal and its 
relationship with surface rhythm 

4.1.2 Limitations of tdl theory 

One might be forgiven for assuming that such a multi-faceted, yet apparently 
coherent, model would adequately describe North Indian music’s rhythmic 
organization. There are, however, a number of areas in which it fails to do so; 
its very coherence is in some ways illusory. 

First we may question the assumption that all metred music is organized in the 
same way. If this were so, one would expect clap patterns and thekds to perform 
more or less the same functions in all cases. This is manifestly not the case in 
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practice: clap patterns are not used at all at very slow tempi (e.g. in ati-vilambit 
khydl\ and are rarely employed in lighter styles of music such as thumri and 
dddrd\ thekds on the other hand may be used either to the exclusion of any other 
form of accompaniment (e.g. in vilambit khydl), or barely at all (e.g. in some 
dhrupad). 

Clearly, one must look at the functions of the clap pattern and thekd in 
practice, and at how the variation of rhythmic parameters (such as tempo), 
alters those functions. The relationship between these two phenomena is also 
unclear; it seems in some tdls, such as jhaptdl, that the so-called khdlibols (those 
without bass resonance; ‘ta, na, tin’ and so on) occupy vibhdgs marked by the 
khdlT gesture (sections marked with a wave). If a correlation between tdl struc¬ 
ture and drum timbre is assumed on this basis however, it is not borne out in 
other tdls. 

There appear moreover to be different types of tdl —some are symmetrical, with 
the second half of the cycle marked by the khdlT gesture (as in the case of jhaptdl), 
and some are not; some are played on the tabid and some on the pakhdvaj; some 
are characterized by pitch modulation of the bdyd (left-hand drum head on the 
tabid) and some not (see Stewart 1974:93 ff.). Tdls may also be associated with 
particular genres and forms, and most may only be played within a limited tempo 
range. There is at least prima facie evidence for saying that the apparent uni¬ 
formity of the tdl system conceals significant differences between the types of 
rhythmic organization employed in the different genres of North Indian music. 

Other issues need clarifying too, in two important and related areas. First, 
there appears to be no articulated theoretical concept governing the relationship 
between tdl and surface rhythm except that of laykdrT; yet this concept only 
applies in particular circumstances—^when the mdtrd is subdivided at a definite 
rate, and the surface rhythm is derived from that rate of subdivision, usually as 
an aspect of rhythmic play (see Chapter 10). There are many types of music 
which may be described as organized or generated by ‘laykdrf, since the term is 
used somewhat flexibly in practice, but they do not add up to the whole of 
Hindustani music. Therefore a significant amount of rd/-bound music lacks a 
theoretical basis for the relationship between tdl and surface rhythm, which is an 
important omission from the theoretical model. 

Secondly, no theoretical concept sanctions acceleration of the tdl, despite the 
fact that such acceleration is a very widespread phenomenon in North Indian 
music (see Chapter 6). Historically it has been assumed by Indian musicologists 
that if and when music speeded up, it did so through an increase in rhythmic 
density alone, and the tempo of the tdl was by implication constant. This is no 
longer a reasonable assumption to make, yet the theory of North Indian tdl, 
while not explicitly denying the possibility of acceleration, has certainly not 
integrated the phenomenon into the received theoretical model. 

These last two points suggest that certain features of tdl theory may relate to 
archaic musical concepts, or at least that old concepts may have developed 
somewhat different significance by the late twentieth century to that which 
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they had when initially proposed. A model of tdl as set out above—^with tempo 
assumed to be constant, all acceleration achieved through rhythmic density 
alone, and a clearly defined relationship between surface rhytW and tdl —^is 
internally coherent. It is also the model which is most clearly suggested by the 
concepts of tdl, lay, and laykdrl However, while tdl theory is sufficient for 
didactic and most descriptive purposes within Indian music culture, it fails to 
explain a number of important rhythmic phenomena; tdl theory is in fact more 
coherent than the practice it describes. In order to establish an analytical model 
of rhythmic organization for Hindustani music, it is necessary to modify and to 
extend conventional tdl theory, both to accommodate the enormous diversity in 
the tradition, and to bring that theory up to date. 


4.2 Tdl as metric structure 


Tdl is a system for organizing musical time, and this organization involves two 
major aspects. First, a succession of time-spans is measured out; and secondly, 
these time-spans are ordered in a hierarchical relationship. Thus, while it may be 
other things as well—and we must leave aside for the moment the importance of 
cyclicity, and the variation of drum timbres in the thekd —^these two principles 
suggest that tdl is a special form of metric structure. 

Returning to Lerdahl and Jackendoff’s metric notation system, I noted above 
that in their theory of metre, two or more pulse levels are recognized in the music, 
and each pulse level is marked by a row of dots (below the main music notation). 
Beats which are 'stronger’ within the hierarchy thus have a deeper column of 
dots than those which are ‘weaker’. Example 4.3 applies the dot notation system 
to jhaptdl at a medium fast tempo (c.lOO MM).^ Jhaptdl is shown to consist of a 
maximum of four levels of pulsation—the mdtrd, half-avart and full dvart (which 
are all regular), and the vibhdg (which in this case is irregular). All tdls should 
similarly have at least three metric levels {mdtrd, vibhdg, and dvart), and possibly 
a fourth (the half-cycle level applies only to symmetrical structures). 
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matri 100 MM 
vibhag 

half-ava/t 20 MM 
avart 10 MM 


Example 4.3 Jhaptdl interpreted as metric structure, illustrated using Lerdahl and 
Jackendoff’s dot notation 


Lerdahl and Jackendoif’s analysis also generated a new perspective on the 
meaning of ‘tempo’—the perceived tempo being the rate of succession of one of 

^ ‘MM’ is an abbreviation for ‘MMzel’s metronome’, not 'mdtrds per minute’. 
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these pulse rates, selected according to psychological and/or physiological 
criteria.^ It will be instructive to apply this type of analysis to North Indian tdl 
structures, for several reasons: it will help to clarify the way in which tdl 
functions as metric structure, the perception of tempo (hence the concept of 
lay), and the relationship of tdl to surface rhythm (particularly in laykdri). In 
Example 4.3 the mdtrd rate (in this case 100 MM) defines the tempo {lay). 
Surface rhythm is organized in relation to this hierarchical structure. This is 
most obvious in laykdrf, where surface rhythm is generated by subdivision of the 
mdtrd pulse (illustrated in Example 4.4). 


relationship defines laykiri 


surface rhythm 
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matra rate defines tempo (lay) 


Example 4.4 The relationship between tdl (metric structure) and surface rhythm, as 
governed by laykdri 

If one could assume a constant tempo and a definable ^fl/-to-surface rhythm 
relationship, and if the pulse rate of the mdtrd remained within a range percep¬ 
tible as a metric pulse rate (i.e. within the ‘present’ perhaps), then this model 
would effectively define rhythmic organization for North Indian music. How¬ 
ever, in modem practice any or all of these conditions may be broken; as this 
occurs, the model must be modified accordingly, in order to adequately describe 
rhythmic organization. 

The model illustrated above is significant largely as an ideal—albeit an ideal 
which may have been an accurate reflection of practice at some point in the past, 
and one which is still applicable, with slight modifications, to much North 
Indian music. Terms such as lay and laykdri are best understood in the context 
of this idealized model, and therefore it is of considerable importance. This 
prototypical model of tdl as explicit metric structure will however need to be 
modified and extended. 

4.2.1 Syllabic style and a ‘syllabic’ model of rhythmic organization 

Implicit in the model of tdl illustrated in Example 4.4 is the idea of a close 
relationship between tdl and the surface rhythm organized thereby. This 

^ Lerdahl and Jackendoff define such a rate as the tactus; ‘The listener tends to focus on one (or 
two) intermediate level(s) in which beats pass by at a moderate rate. This is the level at which the 
conductor waves his baton, the listener taps his foot, and the dancer completes a shift in weight.... 
Adapting the Renaissance term, we call such a level the tactus' (1983:21). 
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relationship is frequently determined by the concept of laykdrf. In laykdri, the 
surface rhythm patterns are generated by the execution of a number of math¬ 
ematical operations on the tdl structure, such as division of the pulse, arrange¬ 
ment of rhythmic pulses into groups and phrases, and the manipulation and 
permutation of those phrases (described in detail in Chapter 10). 

Just as this theoretical model of tdl applies in practice to some but not all 
North Indian music, so the implicit "laykdrf model of rhythmic organization 
(illustrated in Example 4.5) can be regarded as a special case. It is appropriate to 
some but by no means all North Indian music; its theoretical pre-eminence 
suggests that it may have applied more widely in the past. For these reasons I 
will for the moment look on this model as an 'ideal’, and treat other modes of 
rhythmic organization as deviations from or adjustments to this ideal. 
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3:1 


1 -— 

• • 

• 

• 

• 

• • • 

• 

• • 

• 

• 

• • • • 

• • 

• 

• 


• surface rhythm 


tal 


Example 4.5 An illustration of subdivision of the pulse in laykarf; an increase in the 
rate of subdivision (in this case 2:1 to 3:1) is used to accelerate the surface rhythm 

In order for this mode of organization to function, it is implicit that the 
surface rhythm can be regarded as derived from a stream of distinct pulses 
(e.g. the top row in Example 4.5); if it is not and cannot be, then this model 
becomes irrelevant. These pulses must be manifested in the form of discrete 
musical elements, such as notes, text syllables, or drum strokes, and the clear 
differentiation of such building blocks is facilitated by the employment of bols. 
Bob are syllables—sung text or sargam (solfege) syllables, drum syllables or the 
syllables used to represent note names or instrumental strokes in teaching—^and 
the idea that music is built up of distinct units, each of which comprises or may 
be represented by a spoken syllable (bol), is of great importance in Indian music. 
I will call the rhythmic style influenced by this concept of music ‘syllabic’. 

Syllabic rhythmic style implies a particular model of rhythmic organization, 
which may also be termed ‘syllabic’. ‘Syllabic’ music is conceived as comprising 
distinct units, which have temporally definable attack points as well as other 
qualities of tone, timbre, dynamics, and so on.^ These units are called bob, 
because they constitute or can be represented by spoken syllables. The basic 
characteristic of this type of rhythm is that it is based on the durable qualities of 

^ Note the specific sense in which the term ‘syllabic’ is employed here. Constantin Brailoiu, writing 
on Romanian folk rhythm, used the term in a rather different sense: ‘As for syllabic... we are dealing 
with rhythmic effects whose sole principle is the variable quantity of the syllable... the rhythm takes 
its source from the metre and is only to be explained by it’ (1984:168). 
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syllables; in vocal styles such as dhrupad the use of the text syllables is all 
important, while instrumental styles tend to be dominated by stroke patterns. 
Rhythmic variety is produced by the manipulation of these bols^ as I will 
demonstrate below. 

There is a strong tendency in syllabic styles for the structure of the bandis 
(composition) to be well defined. This is illustrated in the most syllabic of vocal 
forms, dhrupad —although a certain amount of latitude is always allowed for 
expressive nuance, the position of each syllable of a dhrupad bandis within the tal 
cycle is fixed. Sitdr gats show a similar level of definition; the most common gat 
type, the masTtkhdm gat, is defined by the sequence of sitdr bols (right-hand 
strokes) and their relationship with the tdl (see Chapter 8). 

There is evidence that this syllabic conception of music was predominant in 
India until relatively recent times (probably the last 150-200 years), and that this 
correlates with the traditionally syllabic nature of much Indian art and language. 
As Lewis Rowell suggests, There is a profound relationship between the pho¬ 
netic structure of the Sanskrit language as described by the ancient grammar¬ 
ians, the syllabic Indian scripts, and the diverse ways in which syllables have 
dominated the music and musical thought of India since early times...’ 
(1988a: 149). Although no longer as dominant as it once was, this model retains 
some relevance in North Indian music. This model has, however, been modified 
in modem music in at least two ways: first by decreasing the tempo, which breaks 
down the relationship between tdl and surface rhythm, favouring a 'melismatic’ 
style and a distinct ‘melismatic’ model of rhythmic organization; and secondly 
by a more subtle modification of the model brought about by the increasing 
importance of the thekd and the use of the tabid drum (an ‘accentual’ model). 

4.2.2 Melismatic style and a ‘melismatic’ model of rhythmic organization 

One of the most popular forms of Hindusttol vocal music today, the vilambit or 
ati-vilambit (‘slow’ or ‘very slow’) khydl, appears in many of its manifestations to 
be organized in a way quite distinct from the syllabic model outlined above. 
There is apparently no close relationship between the tdl and surface rhythm, 
nor is that surface rhythm conceived as a string of discrete units or syllables. On 
the contrary, the melodic style is highly melismatic (many notes are sung to one 
text syllable, where text is employed, or to an open vowel sound), and their 
individual articulation points are not always clearly defined temporally. 

In general the tdl to surface rhythm relationship in music of mehsmatic style is 
neither as simple nor as clearly definable as in the syllabic model. That is not to 
say that no such correlation exists, but the type of mathematical relationship 
outlined in the previous section clearly does not apply here. The development of 
such a mehsmatic style in nibaddh (metred) forms marks a departure from 
previous Indian musical tradition. 

This style of music has developed, almost certainly within the last 100 years, 
for specific aesthetic reasons. The musicians who took the lead in this 
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development, in particular khyal singers Abdul Wahid Khan (d. 1949) and Amir 
Khan (1912-73), did so because they found that the conventional modes of 
rhythmic organization limited their scope for expression. They developed a style 
of singing in which, by slowing down the tempo markedly, they created ‘space’— 
i.e. longer time-spans—in which to develop arguably the most emotionally 
expressive form of classical singing heard in North India.^ (A similar decelera¬ 
tion in the performance of kaharvd and cdncar tdls occurred in thumrT; see 
Manuel 1989:83.) 

Deceleration of the tdl, coupled with the expressive and melismatic singing 
style, broke down the conventional model of rhythmic organization. Indeed the 
changes brought about were so radical that it is remarkable that this type of 
music is still performed in tdl, and that tdl has proved sufficiently adaptable in 
practice to permit such changes in its function. 

Melismatic music may be characterized as follows. The tdl measures out a 
long time-span (c. 40-70 secs.) into a number of equal time units (usually 12,14, 
or 16 mdtrds in vilambit khydl). The point reached in the cycle is signalled by the 
tabid'^ thekd? In this time-span melodic phrases are developed, showing various 
degrees of co-ordination with the thekd and the tdl structure. The area where tdl 
and melodic rhythm show the greatest co-ordination is around sam (beat one), 
where a section of the fixed composition (the mukhrd) is repeated. Although each 
phrase will still begin with a bol or text syllable, these syllables never acquire the 
rhythmic significance they do in syllabic styles. This mode of rhythmic organiza¬ 
tion is illustrated graphically in Example 4.6. 
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Example 4.6 A graphic illustration of a ‘melismatic’ model of rhythmic organization 


Melismatic rhythm could be described as rdg- or melody-oriented—^the sim¬ 
plest building blocks of the music are the melodic patterns specific to each rdg. 
Therefore each note need not be articulated with a new bol; a singer may stretch 
one text syllable melismatically to a considerably lengthy and complex melodic 
pattern, an effect imitated by the mind (portamento) produced on the sitdr 

* Deshpande writes ‘Influence of Vahid [= Abdul Wahid] Khan’s alapi is so profound on Amir 
Khan that in slow khyal he is almost a replica.,. The tempo is unusually slow and therefore the lay a 
element is unobtrusive and can be safely ignored except at the sam beat or thereabouts’ (1987:65). 
Wade measured Abdul Wahid’s Darbaii Kanhra in jhiimrd tdl at \ mdtrd = 84, i.e. mdtrd — 21 MM 
(1984a: 211). 

^ On the role of the tabid, Bhowmick has written ‘While accompanying with a ‘Bada-khayal’ of 
long durations Ek-tala (48 beats), Jhumra-Tala (56 beats) and Tilvara-Tala (64 beats), a Tabla 
accompanist loses the charm of the music if he is made to perform a dull game of enumeration’ 
(1975:40). 
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and other instruments.^^ A "melismatic’ rhythmic style predominates in much 
vilambit khyal (depending on the ghardnd or individual style), thumrf (in modem 
bol bando style), and to some extent in instrumental styles based on khydl or 
thumrL 

4.2.3 The tabid thekd and a hybrid model of rhythmic organization 

We must now consider more subtle changes to the syllabic model, changes which 
have established a hybrid mode of rhythmic organization, which is current in 
most genres of Hindustani music today. Broadly speaking, these changes are 
associated with the increased importance of the thekd in modem tdl, and the 
associated rise of symmetrical tdl stmctures and of the importance of stress and 
pitch modulation in the drum patterns. All these changes were brought about by 
the adoption of the tabid as the accompanying drum for most genres of Hindus- 
tdnl music, and the development of its style and repertoire. 

These issues are addressed in Rebecca Stewart’s doctoral dissertation (1974): 
her account of the development of the tabid and its repertoire, and its rise to pre¬ 
eminence in North Indian music over the last 150-250 years, is also the most 
important analytical study of tdl in modem North Indian practice attempted to 
date. Stewart not only distinguishes differences in techniques and repertoire 
between the tabid and pakhdvaj (the older barrel dmm still used to accompany 
dhrupad and dhamar, and a close relative of the South Indian mrdangam). She 
also distinguishes between different tdl types, broadly associated with either of 
these two drums, and argues that the tabid has acted as an agent of an alien 
rhythmic system (basically Middle Eastern in origin), and that its adoption has 
entailed considerable changes in the North Indian rhythmic system. 

Stewart’s ‘traditional Indian’, pakhdvaj-bastA rhythmic system, is character¬ 
ized as follows: the tdls have asymmetrical stmctures marked by agogic accents 
(i.e. some vibhdgs are longer than others); the dmm plays elaborative patterns 
rather than a thekd, and these tdls are subject to divisive manipulation (cf. 
laykdri). This model is contrasted with a so-called ‘alien’, tabla-hsLStd rhythmic 
system: tdls are characterized by the dynamic, timbre, and pitch variations of the 
thekd, having symmetrical stmctures and being varied not divisively but by the 
interpolation of extra strokes (bols)}^ 

Mmd is a technique in which pitch is varied by means of lateral deflection of the playing string 
along the fret. 

Although Stewart’s thesis is for the most part convincing, her characterization of the tabid's 
rhythmic system as non-Indian is perhaps an exaggeration; moreover she ignores the possibility that 
her ‘traditional Indian’ rhythmic system may have absorbed influence from Persia and Central Asia 
in medieval times (i.e. pre-18th cent.). This is not the place however for a review of Stewart’s work as 
a whole. 

See Stewart (1974 :pp. xvii, 129 etc.). This idea of a dilference in rhythmic styles between 
pakhdvaj and tabid is given another dimension by Gottlieb, who suggests a broad distinction between 
the more pakhavaj-m^usnced tabid styles (especially Bandras and Pahjdb), and the rest. These two 
styles are the most rhythmically complex, using more cross-rhythms and laykdris using divisions of 5, 
7, and 9, amongst others (1977:79). 
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Comparing these characterizations with the ‘syllabic’ model described above, 
there seems to be a correlation between that and Stewart’s ‘traditional Indian’ 
system. It is striking that the syllabic model covers all major aspects of rhythmic 
organization (metre, tempo, the organization of surface rhythm) in a coherent 
manner, without integrating the concept of thekd. Clearly this prototypical 
syllabic model and Stewart’s ‘traditional Indian’ system are essentially the 
same thing, their characterizations arrived at by two different routes. Moreover 
I see no reason to doubt her argument that thekds, pitch modulation, and 
symmetrical tdl structures have been adopted via the tabid, effectively within 
the last 200 years. (Subhadra Chaudhary suggests, in fact, that the first docu¬ 
mentary evidence for the use of the dates from as late as 1857; 1997:148-9.) 

Each of these three ‘new’ phenomena associated with the tabid may coexist 
with the tenets of syllabic organization (dual structure, explicit and hierarchical 
metric structure marked by clap patterns, generation of surface rhythm from tdl 
structure). This they do in practice, and in fact a hybrid model of rhythmic 
organization has evolved (and continues to evolve), with these new features 
superimposed on an older rhythmic system of which they are not a prerequisite, 
but with which they may coexist. 
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Example 4.7 In this hybrid model tdl is not only a quantitative (durational) but also a 
qualitative (accentual) hierarchy 


This hybrid model (illustrated in Example 4.7) is closely related to the syllabic 
model outlined above, but modified by the prominence of the rnfs accentual 
pattern, as expressed in the thekd. This could be termed ‘syllabic-accentual’. The 
tdTs characteristic accentual pattern is called its chand, a term which may also be 
used to describe any accentual rhythmic pattern (see Chapter 10). Qualitative 
distinctions between mdtrds are not expressed simply as differences in drum 
timbre; they are felt to be weighted, and this weighting (vazan) indicates relative 
structural importance. The concepts of chand and vazan are important in 
modern-day tdl, and are sometimes used in criticism of slow khydl, which is 
accused of being sung in tdl without these qualities. 

One way of achieving this is by dynamic stress, another by lengthening the more important 
beats slightly. This lengthening is not perceived as such, but rather as an accent which enhances the 
life of the tdl Gottlieb writes that ‘Chhand is an important characteristic of gharana style as it 
pertains to the distinctive manner in which the rhythmic patterns are varied slightly in performance 
from their strictly measured divisions of timing’ (1977:81). See also Jairazbhoy’s timing of tfntdl 
(1983:117 if.). 

e.g. by the late K. G. Ginde (lecture demonstration Bombay 31 Dec. 1990). 
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This model represents a hybrid of prQ-tabid syllabic rhythmic organization 
with the concept of thekd (and in some cases symmetrical structure and pitch 
modulation) which was introduced with the tabid. In many respects it retains the 
features of the old tal system, yet it cannot be regarded as a purely quantitative 
mode of organization; with the addition of the thekd^ it becomes a qualitative 
and accentual hierarchy of beats, and this is a significant modification.^^ 

4.2.4 Summary: a unified model of rhythmic organization in North Indian 
music 

Three conceptually distinct models of rhythmic organization have been out¬ 
lined, which are called here syllabic, mehsmatic, and hybrid (syllabic-accentual). 
The syllabic model is associated with a syllabic rhythmic style, the mehsmatic 
model with a mehsmatic rhythmic style; the latter 'hybrid’ model is formed by 
the superimposition of the tabid's thekd on the earher syllabic paradigm. 

The theoretical model implied by the traditional Indian rhythmic concepts— 
tdl, lay, and laykdri— is described here as syllabic, since it is logically dependent 
on a conception of music as a stream of distinct units, capable of representation 
by spoken syllables {bob), Tdl is the manifestation of explicit metric structure, 
controlling the temporal dimension of music. Tdl represents a quantitative 
organization of beats, counted out with the help of hand gestures for the sake 
of accuracy. Implicit in the syllabic model are notionally constant tempo {lay), 
and a clearly definable relationship between tdl and surface rhythm (i.e. laykdrT), 
Thekd does not have a necessary role in defining or characterising tdl. 

In many ways the antithesis of the syllabic model is the mehsmatic model. Tdl 
remains as the primary agent of temporal organization, but its functions are 
considerably modified. It is a succession of beats, some distinguished in the thekd 
as cues (see Chapter 5), but not perceived as a hierarchical structure. Clap 
patterns are redundant; tempo remains constant, and slow, but the tdl to surface 
rhythm relationship is less clearly definable. 

In much HindustM music, the rhythmic organization is a more subtle variant 
of the traditional syllabic model. All the essential features of syllabic style are 
retained, and superimposed on this model is the characterization of tdls by their 
thekds. It is essentially a hybrid system, combining syllabic and accentual 
features. Recognition of this fact is essential to the understanding of a number 
of apparent contradictions and anomalies within the system, as we shall see in 
Chapter 5. 

All three of these models are significant in the rhythmic organization of North 
Indian music; yet the music cannot be divided simply into three parts, each of the 
three organized by a different paradigm. For instance, the most syllabic North 
Indian vocal genre, dhrupad, frequently uses stereotypical drum patterns, albeit 
not as consistently as the thekd is used in khydl or instrumental genres. Although 
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Arrows mark accents of different weights. 
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basically syllabic, it is possible to describe the rhythmic organization of dhrupad 
in terms of a hybrid model, noting that the durational element of the tal 
predominates over the accentual. 

The most mehsmatic vocal genre, namely atUvilambit khydl, has developed 
further since the time of Amir Khan, in much of whose music tdl could be said to 
be in some respects dysfunctional (see Chapter 6). While many khyal singers of 
the present day retain a mehsmatic rhythmic style and a very slow tempo, they 
also encourage an accompaniment style in which regular subdivision of the 
mdtrd is estabUshed by an elaborated thekd. This is an important change which 
has stabilized the status of the tdl; although the rhythmic organization of this 
type of music is still distinct from that of the rest of North Indian music, it is also 
possible to consider it as a particular variant or transformation of the hybrid 
model described above. Whereas in the latter case tdl is a hierarchical structure, 
largely characterized by the thekd, in the mehsmatic model this hierarchy be¬ 
comes transformed into a simple time-measuring apparatus, and thekd becomes 
merely a suppher of cues. 

Rather than talk of three distinct models of rhythmic organization in North 
Indian music then, it may be preferable to talk of a single variable model with a 
number of parameters which can be significantly adjusted. This unified theor¬ 
etical model describes what is essentially a hybrid system, synthesized over many 
centuries both through the absorption of new elements into Hindustani music, 
and through the latter’s autonomous development. It encompasses a metric 
hierarchy with both quantitative and qualitative (durational and accentual) 
characteristics, and an explicitly dual structure in which surface rhythm overlays 
that metric pattern (Example 4.8). 


-surface rhythm 

accentual 
% (fhcka) 
v durational 

(clap pattern) 

Example 4.8 An illustration of a unified model of rhythmic organization, combining 
aspects of quantitative (durational) and qualitative (eiccentual) hierarchy 

Two of the most important variables in this model are tempo and the use of 
the thekd. If the tempo is very slow, the structure loses most of its accentual 
character, and the thekd retains only its function as the source of cues for time 
measurement—as in the mehsmatic model described above. If the thekd is not 
used extensively, the accentual aspect is again weakened, and the clap pattern 
regains its historical importance as the main aid to time keeping—^as in the 
syllabic model. At a moderate tempo and with the thekd audible, however, a 
balance may be achieved between the different aspects of tdl structure. By 
adjusting certain rhythmic parameters, this model can therefore describe all 
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metred (nibaddh) rag music. The conventional perception of the tdl system as 
homogeneous and applicable equally to all forms of North Indian music, 
although misleading, is nevertheless important. The very idea of homogeneity, 
and of a system in consonance with historical principles, is important to Indian 
music culture. The premium attached to a unitary and coherent theory not only 
obscures the diversity of musical practice, it has also in fact played a positive role 
in assisting the development of a modem hybrid system. 
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Tdl in practice: quantitative, qualitative, 
and cyclic functions 

5.1 Ta/in practice 

5.1.1 Common tals of North Indian music 

About 20 tdls are commonly used in North Indian music at the present time: 
although rather larger numbers are often cited, these would include many rare 
tdls used mainly in drum solos and offer a misleading picture (in truth, even 
several of those Usted in Example 5.1 are rarely heard). The common tdls 
comprise binary, ternary, quintal, and septimal^ structures as well as combin¬ 
ations of the above (i.e. compound metres, such as ektdl, which combines binary 
and ternary features) and a few apparently anomalous structures, including 
some apparently conceived as arithmetical progressions (e.g. matta tdl of 9 
mdtrds, usually spht 2 + 3 + 4). Many tdls are associated with particular genres, 
and most are Hmited in the range of tempi at which they may be performed. 

As I outlined in Chapter 4, tdl measures out musical time by means of 
recurring cycles comprising numbers of equal mdtrds (time units). These mdtrds 
are grouped into a sequence of vibhdgs^ each of which is marked at its start by a 
hand gesture when counting out the tdl Tdls are often most easily recognized, 
however, by their characteristic basic drum patterns, called thekds. Example 5.1 
is an alphabetical list of the most common Hindustani tdls, illustrating structural 
features (number of mdtrds, vibhdg groupings and hence clap patterns), and 
thekds. The hst is necessarily simplified, and does not include all possible 
variants.^ Similar compilations can be found in most introductory texts on 
Hindustani music. 

As I proposed in Chapter 4, tdl is essentially a hybrid system, incorporating 
both quantitative or durational features (illustrated by the clap patterns), and 
qualitative or accentxial features (by thekds), and exists as both abstract struc¬ 
ture and realized stress-time pattern. The essence of a tdl is therefore most often 

^ The tenns ‘quintal’ and ‘septimar, meaning based on groups of 5 and 7 respectively, were 
suggested to me by Richard Widdess and are, I believe, of his invention. I am not aware of any 
other suitable Western terms, but see the Indian terminology introduced later (Chapter 6). 

^ These thekds from Ghosh 1968:68-70 (addha, dadra, rupak, tilvada tdls); Kaufmann 1967:254- 
8 {addcautdl, dtpcandi); Ritwik Sanyal (personal communication, brahma tdl, matta tdl); Bhatkande 
(1953-8 :v. 10-12) {cautdl, tfvrd tdl); Powers 1980:125 (dhamdr tdl); Wegner 1982:58-61 (iqvdT); 
Gottlieb 1977:226 (Jhumrd tdl); Alkutkar c. 1960:40 {ddi tdl), and Swapan Choudhury (personal 
communication, savdrT and pahcam savdrT tdls). 
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cautal: 14 mBtris, 2+2+2+2+2+2+2 

X203040 X 

dhi trkt dh! na tu na kat ta trkt dhl na dhin dhin na dhi 

addhatil: see tinUU 
§di t3l: 16 mMtrSs, 4+444+4 

X 2 0 3 X 

dha dhi ta dha ge dhi ta dha ka ti ta ta tita kata gadi gana dha 

brahma tal: 14 matras, 2+3+4+5 

X023 04560789 10 0 X 

dha kita taka dhuma kita taka dhet ta dhet ta tita kata gadi gana dha 

cificartSl: see dipcandi tal 
cartil Id sa^ri: see savaii til 
cautal: 12 matras, 2+2+2+2+2+2 

X 0 2 0 3 4 X 

dha dha din ta kita dha din ta tita kata gadi gana dha 

didri til: 6 matras, 3+3 
X 0 X 

dha dhin na tak dhina dhin dha 

dhamtf til: 14 matras. 5+2+3+4 

X 2 0 3 X 

ka dhi ta dhi ta dha - ge ti ta ti ta ta - ka 

iQpcan^ (ciiicar or jat) dU: 16 matr^, 4+4+4+4; or 14 matras, 3+4+3+4 
X 2 0 3 X 

dha (-) dhin - dha dha dhin - ta (~) tin - dha dha dhin - dha 

ekdU: 12 matras, 2+2+2+2+2+2 

X 0 2 0 3 4 X 

dhin dhin dhage trkt tu na kat ta dhage trkt dhin na dhin 

iqvil til: see tintal 
jattid: see dipcandi tal 

jhiq)til: 10 matras, 2+3+2+3 
X 2 0 

dhin na dhin dhin na tin na 

jhumfatid: 14 matras, 3+4+3+4 

X 2 0 3 X 

dha dha trkt dhin dhin dhage trkt tin ta trkt dhin dhin dhage trkt dha 

Example 5.1 Common HindustM tdls, showing vibhdg divisions, clap patterns, and 
thekds 


3 X 

dhin dhin na dhin 
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kaharatiQ: 8 matras, 4+4 
X 0 X 

dha ge na tin na ke dhin na dha 

mattatSl: 9 watras, 2+3+4 

XO 230 4560 X 

dha ghira naka ghira naka tita kata gadi gana dha 

paficam savai! tal: 15 matr^ 4+4+4+3 

X 2 0 3 (4) X 

dhi na dhidh! kat dhidhina,dh!dhinatin-tra tinnatrkttinnakatta dhidhlna,dhidhina dha 

pafijibi tintil: see tintH 
rlqMk til: 7 matras, 3+2+2 
X/0 1 2 X/0 

tin ta trkt dhin na dhin na tin 

savin til (cirtil Id savin): 11 matras,4+4+3 
X 0 2 (3) X 

dh! trkt dhin na tu na kat ta dhidhi na,dhi dhlna dhi 

sitiiUiaid til: see rfnta/ 
suldU (sQiphak^ tSL): 10 matras, 2+2+2+2+2 
X 0 2 3 0 X 

dha dha din ta kita dha tita kata gadi gana dha 

tUvi^fitil: see tintal 
dntil: 16 matraSy 4+4+4+4 

X 2 0 3 X 

dha dhin dhin dha dha dhin dhin dha dha tin-tin ta ta dhin dhin dha dha 

variants of dndQ: (all 16 matras) 

(a) addhi, palijib! or stlickhaiu 

X 2 0 3 X 

dha -dhi -ga dha dha -dhi -ga dha dha -ti -ka ta ta -dhi -ga dha dha 

(b) iqvii 

X 2 0 3 X 

dha dhin-trekre dhin dhagedhin -trekre tin ta tin-trekre dhin dhagedhin-trekre dhin dha 

(c) tilvi^fi 

X 2 0 3 X 

dha trkt dhin dhin dha dha tin tin ta trkt dhin dhin dha dha dhin dhin dha 

tivn til: 7 matras^ 3+2+2 
X 2 3 X 

dha din ta tita kata gadi gana dha 
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thought of as the combination of clap pattern and thekd—tdls are ‘quoted’ and 
transmitted by recitation of the thekd to the accompaniment of the appropriate 
hand gestures.^ Since each tdl has both of these essential features, tdl often 
appears to be a unified and homogeneous system, whereas in truth it is quite 
diverse. Thus in some tdls, the thekd is merely a standardized elaborative 
pattern, illustrating the essential internal divisions as marked by the clap pat¬ 
tern; in others the position is reversed, with the clap patterns emphasizing the 
structure primarily represented by the thekd. 

The application of a single terminology gives rise to some confusing anom¬ 
alies. Some of these will be discussed below; they are indicative of the synthesis 
of the earlier syllabic system with the later thekd-bBStd system. There are 
anomaUes arising from other causes too, most of which are not altogether 
mysterious; and these appear logical when seen in the context of the perform¬ 
ance practice of the genre to which each tdl is appHed. No single tdl is used in all 
genres, and the rhythmic and aesthetic requirements of each genre are somewhat 
different. There may be features of the system which can only be explained 
as historical accidents (for instance, features that have been retained despite 
apparently losing their functional significance), yet most will be found to have 
some function in performance. 

5.1.2 Functions of tdl 

The functions of tdl fall into three main categories, as follows, and the discussion 
below will be divided accordingly. 

• Functions of a quantitative (durational) hierarchy; time measurement and 
time division, expressed through the structures of both clap patterns and 
thekds. 

• Functions of a qualitative (accentual) hierarchy; rhythmic character and 
dynamic form, as determined by the theka's accentual pattern. 

• Cyclicity; factors which reinforce a sense of recurrence can be interpreted as 
performing a ‘cyclical’ function. 

The relative importance of each of these functions, which may be coexistent and 
even complementary, varies with the musical context. 


5.2 Quantitative functions: time measurement and division 

The primary function of tdl is to measure out and thereby to regulate time; but 
how does it achieve this? In principle the tdl continues its repetitive progress 
throughout any metrically bound piece of music: sometimes this is made clear by 

^ In fact, each thekd has many variations in practice, and many tdls have more than one possible 
counting pattern. Within each ghardnd or bdjy however, both are more or less standardized at any 
given tempo. 
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performers and/or audience visibly keeping time by means of hand gestures, at 
other times by the repetition of the thekd by the accompanist, or by both means 
or neither (although where the tdl is not being made accessible through clap 
patterns or thekd, it has generally already been established by these means). 
Thus tdl is both an abstract and a concrete phenomenon, which may function on 
several different levels. 

The issue of time measurement has two dimensions, namely the measurement 
of the longest metrically significant time-span (the dvart), and the maintenance 
of structure within that span. Since the unambiguous structuring of this time- 
span is clearly necessary for its accurate preservation, one must look first at how 
the dvart is structured and at the methods used to establish and reinforce that 
structure. 

5.2.1 Clap patterns (cheironomy) 

Counting or clapping patterns have been a feature of the Indian tdl system 
since ancient times: cheironomy seems to have been associated in the first 
instance with Vedic ritual (Gerson-Kiwi 1980:192). The Natyasastra (written 
by the fifth century ce) gives patterns for each tdl using up to 8 different gestures, 
4 sounded and 4 unsounded;"^ these have since been reduced in North Indian 
practice to two, one sounded and the other silent. These actions are simply a clap 
and a wave of the hand; they are called tdll and khdlf respectively, and repres¬ 
ented in modem North Indian notation by numerals (for tdlis) and by 0 for khdlf 
(X is used for sam whether this falls on a tdlf or a khdlf). The primary function of 
clap patterns and their significance, now as in the past, is that they facilitate the 
counting out of the tdl cycles, helping to ensure that the tdl stmcture remains 
intact and that beats are not inadvertently lost or added. Interestingly, the 
function of the silent gesture has changed over the course of history. In modem 
practice the khdlf contrasts with the tdlf and helps therefore to specify the tdl 
stmcture. In ancient practice the principal contrast was between left and right 
hand claps, while the silent gestures were reserved for ‘expanded’ (augmented) 
states (Rowell 1992:193-4). 

In modem Hindustani music, clap patterns are particularly useful (even 
indispensable), in measuring time when audible clues are at a minimum— 
when thekds are not used consistently, for example, or do not in themselves 
provide sufficient guidance. Indeed since the use of the thekd is a much more 
recent phenomenon than that of clap patterns, it is fair to say that it is clap 
patterns that have traditionally been the principal means of time-keeping in 
Indian music:^ this is indeed still the case in dhrupad-dhamdr, as it is in South 
Indian music. 

^ See e.g. Rowell (1988fl: 147 or 1992:193-4). According to Nijenhuis’s interpretation, there were 
3 sounded and 4 unsounded gestures (1974:62). 

^ ‘The function of cheironomy was to measure out, in visible, audible and unambiguous fashion, 
the musical time... Widdess (1981c: 507) on Nanyadeva’s Panika songs (c. 1100 ad). 
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All tals have clap patterns; in most cases they are standardized, although 
some tals do have a number of variant patterns (see e.g. dhamdr tal, below). The 
primary requirement of a clap pattern is that the identity of sam should be 
clearly and unambiguously estabUshed, and therefore the pattern should not 
repeat within the cycle. To this end, the patterns require divisions of different 
lengths and/or the use of two or more hand gestures— vibhdgs must differ in kind 
and/or duration. For this reason, simply three claps are sufficient to establish the 
asymmetrical tivrd tal (3 + 2 + 2), whereas a second gesture is required for tmtdl, 
since a pattern of simply four equidistant claps would be almost entirely redun¬ 
dant (see Widdess 19816:133). 

Clap patterns often also support the accentual pattern of the thekd (or vice 
versa, the effect is mutual), so that the claps or waves occur on beats felt to be 
accented, and/or the khdlT gesture may signify the theka*^ ‘khdlV section (that 
distinguished by strokes without bass resonance). Clap patterns may support 
the thekd in this way, or they may on occasions contradict its implicit structure 
(see below). They may do no more than keep time, or they may in fact influence 
the music profoundly, for instance by suggesting rhythmic patterns for compo¬ 
sitions. At the other extreme, in melismatic atUvilambit khydls, although the 
vibhdg division is retained in principle, the clap patterns are redundant; they 
simply fail to fulfil their function at a tempo slower than about 30 MM. 

5.2.2 Thekd and time measurement 

The thekd, or basic drum pattern, may assist time measurement by means of the 
aural clues it provides. Indeed the thekd itself is an audible indication of the tdl, 
but in practice certain features are particularly useful in this regard, especially 
khdlT sections and certain other bol combinations which may act as signals (e.g. 
the phrase 'tirakita’). 

KhdlT sections provide the basic aural clues in the thekds of a number of tdls, 
for instance tintdl: in this case the thekd breaks down into 4 equal sections, and 
the only distinguishing factor is the absence of undamped bdyd strokes (‘ge/ghe’) 
in the third quarter (in practice, mdtrds 10-13 rather than 9-12). This sequence, 
‘tin tin ta, ta’ is the most significant audible clue to the point reached in the tal 

In vilambit khydl tals too, khdlf sections can be useful cues, for example mdtrds 
5-8 of ektdl and 8-10 of jhumrd tdl However, because the tempo here is 
generally very slow, additional cues are needed, most significantly the easily 
distinguishable bol phrase ‘tirakita’ which occurs on mdtrds 4 and 10 of ektdl and 
on mdtrds 3, 7, 10, and 14 of jhumrd tdl The fact that this cue tends to be 
repeated in the cycle might be a source of confusion,^ but in combination with 
the khdlT vibhdg it supplies sufficient guidance (see Example 5.2).^ 

^ This observation was suggested to me by the singer Veena Sahasrabuddhe (interview, Mar. 
1991). 

^ Khali bols are italicized, and the phrase ‘tirakita’ (trkt) is bold. Note that the last mdtra of ektdl is 
normally changed from ‘na’ to ‘dha’ in elaborated versions. 
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ek^i 12 mafras, 2+2+2+2+2+2 

X 0 2 0 3 4 X 

dhin dhin dhage tikt tii na kat ta dhage tikt dhin dha dhin 


jbfmnatia: 14 matras, 344+3+4 

X 2 0 3 X 

dha dha tikt dhin dhin dhage tikt tin ta tikt dhin dhin dhage tikt dha 

Example 5.2 Cueing features of vilambit ektal and jhumra tal 

A different situation pertains in dhrupad, where the thekd is not used so 
extensively as in khydl; clap patterns play a much more important role in time¬ 
keeping. However, even there aural clues play their part: the recognizable stroke 
‘din’ on mdtrds 3 and 7 of cautdl, and the typical cadential phrase ‘tirakita 
gadigana’ covering the last four mdtrds of cautdl and several other dhrupad tdls 
are cases in point. Both these features may be maintained in some form even in 
the absence of the thekd as such; for instance the phrase ‘tirakita gadigana’ may 
be heard in drum improvisation at double speed at the end of a cycle, occupying 
2 mdtrds rather than 4 (see Example 5.3).^ In this case the cadential function of 
the phrase is not dependent on its lay (i.e. rhythmic density). 

cautal: 12 matras, 2+2+2+2+2+2 

X 0 2 0 3 4 X 

dha dha din ta kita dha din ta tita kata tirakita gadigana dha 

Example 5.3 Cautdl thekd, with final 4-mdtrd pattern varied 

The use of the thekd varies greatly, particularly between genres, and in fact the 
basic thekd patterns as quoted above are almost invariably elaborated in prac¬ 
tice. As Rebecca Stewart shows, two ftmdamentally different types of elabor¬ 
ation are employed (1974). Elaboration in tabid tdls (e.g. tmtdl, jhaptdl, rupak 
tdl) tends to comprise a fiUing-in between the structurally important bols which 
make up the basic thekd (the amount of elaboration being largely dependent on 
the tempo). Elaboration of thekds in asymmetrical pakhdvaj tdls (e.g. cautdl, 
dhamar tdl) tends to allow more displacement of the thekd bols. 

This distinction is illustrated in Example 5.4, with examples of elaborated 
thekds of cautdl (as played on pakhdvaj) and rupak tdl (as played on the tabid). In 
the cautdl example the phrase ‘titakatagadigana’ is doubled in speed, and con¬ 
sequently bols are displaced. In the rupak tdl example, the thekd is elaborated by 
substitution and interpolation of bob.^ 

® The most prominent cueing features are in bold. 

^ The elaborated rupak tal example is from Stewart (1974:106). The bols ‘tita’ and ‘tira’ are 
equivalent; the latter is more usual at higher speeds and vice versa. 
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cautil: 12 tnattBS^ 2+2+2+2+2+2 

X 0 2 0 3 4 X 

dha dha din ta kita dha din ta tita kata gadi gana dha 



X 0 2 0 3 4 X 

dha dha din ta kita dha din ta tita kata tirakita gadigana dha 


rOpak til: 7 matras, 3+2+2 

X/0 1 2 X/0 

tin ta trkt dhin na dhin na tin 

X/0 1 2 X/0 

ti-kra tintin ta-taka dhindhin dhage dhin dhage tin 

Example 5.4 Illustrations of plain and elaborated thekas of cautdl and rupak tdl 

5.2.3 The relationship between clap pattern and thekd 

Clap patterns frequently parallel changes in the type of bols used in the thekd: for 
instance khdlT bols can signify the khdlT vibhdg, as was noted above. The khdlT 
vibhdg (that marked by a wave, and the symbol ‘0’) may thus correlate with a 
section of the thekd using khdlT or band bols, those lacking the resonant bass 
sound of the bdya (left-hand drum; e.g. ‘na, ta, tin, ke, tirakita’). The bass tones 
occur in the bharf or khulT^^ bols (‘ge, dha, dhin’ etc.) which (theoretically) fall in 
the remaining, tdlTvibhdgs. Yet in practice, the relationship between clap pattern 
and thekd can vary between coincidence (jhaptdl), overlapping {tintdl), and 
contradiction (ektdl). 

The correlation between khdlT vibhdg and bols is exact in jhaptdl, one of several 
symmetrical tdls made unambiguous by the tdlTlkhdlT distinction (see Example 
5.5). In such tdls, the A:/ra/rsection is an exact counterpart of the first M/f section: 
the bols of the khdlT vibhdg are those of the first vibhdg without their bdyd (left 
hand, i.e. bass) element, so that ‘dhin’ becomes ‘tin’, ‘dha’ becomes ‘ta’ and so 
on. The correlation of khdlT vibhdg with khdlT bols is also clear in rupak tdl, which 
is unique in having a khdlT section coinciding with sam (Example 5.6). 

jhqrtil: 10 matras, 2+3+2+3 
X 2 0 3 X 

dhin na dhin dhin na tin na dhin dhin na dhin 

I_I 

Example 5.5 Jhaptdl, thekd with khdlT vibhdg italicized 

In general khali/band (empty/closed) bols are represented by unvoiced consonants, and bharl/ 
khulX (full/open) bols by voiced consonants. 
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nq>ak tal: 7 matras, 3+2+2 
X/0 1 2 X/0 

tin ta trkt dhin na dhin na tin 
« ■ 

Example 5.6 Rupak tal, theka with khall vibhag italicized 

Tmtdl and dhamar tal provide examples of looser forms of correlation. In 
tmtdl, the correlation is not so exact as in jhaptdl or rupak tdl —^the khdlThoh are 
shifted back by one mdtrd (Example 5.7). In dhamdr tdl, the khdlTbols cover half 
the cycle and overlap by one mdtrd, with the result that sam, marked by a tdlT 
gesture, is actually played on a khdlibol (Example 5.8). 

finlSl: 16 mitrSs, 444+4+4 

X 2 0 3 X 

dM dhin dhin dha dha dhin dhin dh3 dha tin tin tS tS dhin dhin dhS dha 

Example 5.7 Tmtdl, theka with khdlTbob italicized 

dhamar til: 14 wStris. S+2+3+4 
X 2 0 3 

ka dhi ta dhi ta dha - ge ti (a ti ta ta 

■ ■ I_ 

A B 

Example 5.8 Dhamdr tdl, theka with khdlT bob italicized 

In Example 5.8 B appears to be a khdlT counterpart to A:** the connection 
between thekd and counting pattern is somewhat tenuous, but at least the sam! 
khdlT dichotomy of the clap pattern appears to be represented in the thekd. 
Dhamdr tdl may be counted by means of at least three other clap patterns, 
however. One, popular in the temple tradition known as havelT sangTt, is 
3H-2 + 2 + 3H-2 + 2 , alternating tdlls and khdlTs (i.e. X + 0 + 2+ 0 + 3 + 0).*^ 
Another variant ignores khdlT completely to give 5 + 5+4,*^ yet another 
is 24-3 + 2 + 3 + 4 (X + 0 + 2 + 0 + 3);‘‘* none of these shows a more logical 
correlation with the thekd. 

Ektdl is an extremely anomalous example, showing no apparent correlation 
between the structures of its counting pattern and its thekd, in which the 

ekSl: 12 matrfe, 2+2+2+2+2+2 

0 2 0 3 4 X 

dhage trict tu na kat ta dhage ttkt dhin na dhin 
■ ■ 

Example 5.9 Ektdl, thekd with khdlTbols italicized 
This observation was suggested to me by Richard Widdess. 

From Ritwik Sanyal, personal communication. See also Chaudhary, who cites an ‘older’ 
version of dhamdr divided 3 + 2 +3 + 2 +2 + 2 (1997:305). 

From Ravi Shankar, personal communication. 

See Bhowmick (1975:40). 


X 

dhin dhin 
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khalT bols cover the middle third of the cycle (matrds 5-8; see Example 5.9). 
EktaFs alternative clap pattern, sometimes used at fast tempo, 3 + 3 + 3 + 3 
(X + 2 + 0 + 3),^^ shows no better correlation to the thekd's structure (although 
the thekd may be performed with dynamic accents suggesting a ternary 
structure). The standard ektdl clapping pattern is identical to that of cautdl, 
where the two khdlT vibhdgs do correlate with khdlT bols of the pakhdvaj. 
Although the historical development of these and other tdls has yet to be 
properly established, it seems likely that ektdl has borrowed the counting pattern 
of cautdl, to which its thekd is apparently thoroughly unrelated. Anomalous as 
this undoubtedly is, it illustrates the fact that both thekd and clap pattern may 
function simultaneously, without necessarily showing any structural correlation. 

All these examples illustrate the point that the purpose of the clap pattern is to 
support one of the tdPs principal functions, namely time measurement. The 
distinctions in drum timbre in the thekd also play a part in time measure¬ 
ment—in fact their function in that respect can be very similar—^yet there is no 
overriding reason why the two patterns should coincide (unless of course one is 
derived from the other historically), and this is reflected in practice. The correla¬ 
tion of the silent hand gesture khdlT with the khdlT drum strokes applies only to 
certain tdls: it is a relatively recent development, and has occurred probably as a 
result of thekds being created to support existing clap patterns, and vice versa. 

These two phenomena are in essence features of two distinctly different 
rhythmic systems, in one of which a hierarchical structure is expressed through 
the clap pattern, while in the other, an accentual pattern is determined by the 
thekd. Since a process of interpenetration and hybridization between these two 
systems has been going on for some time (perhaps 150-200 years), it is not 
always possible to classify tdls unequivocally as belonging to one group or the 
other. In the hybridization process, tdls of the first group have acquired thekds, 
and symmetrical, f/ieA:a-based tdls have been given clap patterns; others have 
been imported into classical music from folk music, there to acquire both of 
these ‘classical’ features. The merging of the two systems is not however com¬ 
plete, and the anomalies or mis-matches between thekd and clap pattern are the 
by-products of this historical process, 

5.3 Qualitative functions: rhythmic character and 
accentual patterns 

5.3.1 Observations on the character of tdls 

Tdl, although historically a quantitative metric hierarchy underpinning syllabic- 
ally conceived rhythm, is often defined by qualitative factors such as accentual 

See Stewart (1974:117), and Renshaw (1966:82) who quotes the great sarod player All Akbar 
Khan giving three versions of ektdl, 2 + 2 + 2 + 2 + 2 + 2;3 + 3 + 3 + 3; and 6-1-6. 

Stewart in fact suggests that ektdPs afiinity with dadrd is closer than that with cautdl (1974:111, 
117-18). Powers comments on this same anomaly (1980:122). 
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patterns, pitch, and timbre variation. Each tdl is more than a collection of 
mdtrds, and more than a recurring cycle of fixed length: by a variety of means 
each tdl, at a particular tempo, acquires its own aesthetic character. In many 
cases, this character is in fact determined largely by the quantitative metric 
pattern itself and by the tempo. In others, it is created by factors such as 
accentual patterns inherent in the thekd. 

It is a truism to say that each tdl has its own character, something readily 
affirmed by musicians—but what is meant by 'character’, and which factors 
contribute to it? If it were possible to leave aside the conventional associations 
between tdl, genre, and style, what would be left of the character of the tdl per sel 
Is there similarity between tdls with the same number of mdtrds, or between all 
ternary, all quintal structures, and so on? Do similar connections exist between 
tdls with related thekds, regardless of the number of mdtrdsl How important is 
performance tempo? 

In the slow ektdl and jhumrd tdl used in bard ('great’, i.e. slow tempo) khydl, 
there is little more to the respective tdls' character than the effect of the tempo 
itself: repose, ease, apparent lack of rhythmic restraint. Folk-derived tdls such as 
kaharvd and dddrd have a lively, driving quality due to the powerful accents and 
the bdyd pitch modulation of their thekds}^ Dhrupad tdls such as cautdl have 
qualities which may be dependent to some extent on their thekd, such as cautdl's 
measured alternation of tdli-khdli-tdlT-khdlT groups, followed by the cadential 
'tirakita gadigana’ driving towards sam. However, as the thekd is not used as 
extensively as in khydl, much of the rhythmic character is created by the wide 
variation allowed from the basic drum pattern, together with the energy and 
rhythmic invention of the performance. In these respects, cautdl does share a lot 
with related pakhdvaj tdls, such as tTvrd tdl, or jhaptdl in its pakhdvaj form. The 
common use of the cadential formula 'tirakita gadigana’ is illustrated in 
Example 5.10.^^ 

Seven-md^rd tdls In tdls performed at medium tempo, the number of beats 
becomes more important, and this is illustrated in the case of the seven-mdfrd 
tdls riipak and tTvrd, both of which have the same 3 + 2 + 2 structure. My, 
admittedly, subjective impression is that one effect of this structure is that the 
group of three mdtrds, being longer than the rest, produces a sensation akin to 
both deceleration and relaxation at the beginning of the cycle (an effect which is 
increased in riipak tdl by the use of a khdlT bol on sam). The two groups of 2 
mdtrds, being shorter, conversely suggest tension and acceleration, so that the 
combined effect is one of a continual alternation of speeding up and slowing 

Manuel writes; ‘Kaharva tal appears in a number of variants most of these iambically accent 

sam by preceding it with a stressed upbeat on the penultimate matra.... This iambic, “heartbeat” 
rhythm pervades North Indian folk music; drummers often intensify the iambic effect by depressing 
the left hand drum head on the sam in order to increase skin tension and raise the pitch of that beat’ 
(1983^): 304). 

This jhaptdl thekd comes from Bhagvandas and Pagaldas (1960:49). 
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cautil: 12 matras, 2+2+2+2+2+2 


X 

0 

2 

0 

3 

4 

dha dha 

din ta 

kita dha 

din ta 

tita kata 

gadi gana 


tivratal: 7 matras, 3+2+2 


X 

2 

3 

dha din ta 

tita kata 

gadi gana 


X 

dha 


jhaptal: 10 matras, 2+3+2+3 


X 

2 

0 

3 

dha din 

6 tita din 

ta tita 

kata gadi gana 


Example 5.10 Three pakhdvaj thekds 


down, tension and relaxation. (One might expect to find a similar quality of 
‘seven-ness’ in the 14-beat tdls: but as we have seen, jAwmra’s tempo is too slow 
for this to be noticeable, while in dhamar the structure is ambiguous, and the 
greater possibilities of division and recombination of 14 beats are exploited.) 


Ttn-rndtra tdls As for \Q-mdtrd tdls, jhaptdl is usually played at medium 
tempo, and features a symmetrical tdll/khdlidivision into 2 -f- 3 -h (2) -h 3. There 
is more to it than this: it is sometimes said to have a unique quality, its distinctive 
chand, Ashok Ranade talks of coming to sam ‘in a pouncing manner’ in jhaptdl}^ 
Jhaptdl certainly has a unique character, but the comparison with another 10- 
mdtrd tdl, sultdl, is interesting. Sultdl has two principal differences from jhaptdl, 
a different structural division and a faster tempo.^^ It appears on this basis to 
be radically different, yet in fact there is an affinity between the two tdls, or more 
precisely between sultdTs cycle and half of jhaptdPs cycle (Example 5.11). The 


sultal 

jhaptal 


X 


X 


2 + 2 

2 + 2 + 2 

2 + 2 

2 + 2 + 2 

X 


0 


1 + 1 

1 + 1 + 1 

1 + 1 

1 + 1 + 1 


Example 5.11 An illustration of the affinity between the structures of sultdl and 
jhaptdl 


Generally—although some khydl singers use jhaptdl for vilambit khydls. 

Ranade quotes an unnamed ‘old-timer’, who pronounced that jhaptdl comes pouncing, and 
jhiUnrd swaying’— jhaptaal jhapse aataa hai, aur jhumrajhoomke"; jhapse' is either a misspelling or a 
variant of jhapatse' (pouncing or swooping, from the verb jhapatna*) for the purpose of alliteration 
(1984:145). 

My tempo measurements give a range of 224-411 MM for sultdl, contrasting mihjhaptdPs 38- 
104 MM (vocal) or 80-160 MM (instrumental). See Chapter 6. 
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division of the group of 5 into the iambic 2 + 3 pattern,provides a connecting 
factor between these two tab, 

Twelve-md^rd tab As for the mathematics of the number twelve, it allows 
binary or ternary subdivisions, or both (either consecutively or simultaneously). 
Cautal makes use of this by employing a rigidly binary tal structure, in both clap 
pattern and thekd, but allowing frequent use of a ternary division in the melodic 
rhythm (see §8.2). Ektdl uses the same counting pattern as cautal,, but has an 
intriguing thekd. Its structure may be regarded as either 4 + (4) + 4, as in the 
version used in vilambit khydl, with the middle third (‘tu na kat ta’) effectively 
sounding as a khdlT vibhdg; as 6 + 6 (with the symmetry of the ‘dhage tirakita’ 
phrases suggesting this interpretation); or as 3 + 3 + 3+ 3, suggested by the 
clearly audible 'na’ stroke^^ on every third mdtrd (3, 6, 9 and 12). Alternatively, 
the 4 + 4 + 2+ 2 counting pattern may be manifested as a series of dynamic 
accents, effectively imposing this structure on the thekd (see Example 5.12).^ 
This metrical ambiguity is itself one of the key aspects of the character of ektdl at 
medium or fast tempi. 

ekffl: 12 matras, 2+2+2+2+2+2 

X 0 2 0 3 ' 4 X 

dhin dhin dhage trkt tu na kat ta dhage trkt dhin na dhin 

444 I bhari \ khali \ bhari | 

4422 |dhin | tu |dha |dhin | 

^ I dhage trkt | dhage trkt | 

3333 I dha | na \ dha | na \ 

Example 5.12 Ektal, illustrating four possible interpretations of its structure 
5.3.2 Thekd as accentual pattern 

Looking specifically at the thekd, a number of factors contribute to the tdFs 
character or qualitative definition. Thekds may be conceived analytically in 
terms of accentual patterns, and a number of different kinds of accents may be 
recognized. According to Grosvenor Cooper and Leonard Meyer’s definition of 
accent as something which 'marks for consciousness’ (1960:8), North Indian 
thekds employ three main types of audible accent, as follows; 

• dynamic accent; variation in loudness or attack between bob, 

• timbre accent; variation in bol timbre (for example the distinction between 
bharT and khdli bob), 

• pitch accent; e.g. bdyd pitch modulation in tdb such as kaharvd. 

Cf. Powers’ term ‘superparticular proportion’ (1980:121). 

This ‘na’ may appear as its synonym ‘ta’ or as ‘dha’ in combination with the bayd stroke ‘ghe’. 
Deepak Choudhury sees this as the essence of the tdPs structure (personal communication). 
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Different drum bols vary in dynamic level regardless of any special intent on 
the part of the musician; this is a phenomenon inseparable in this context from 
timbre accents. There are also however instances where the drummer deliber¬ 
ately places dynamic accents in order to draw attention to a particular beat. This 
may be a regular accent (an integral part of the thekd\ or an accent specific to the 
musical context. 

Special dynamic accents of this kind may do one of several things, such as 
providing a dramatic conclusion to a piece of improvisation by emphasizing 
sam; helping to keep the soloist in tal by discreetly emphasizing sam or a 
cueing phrase (e.g. ‘tirakita’); or attempting to confuse the soloist by accenting 
a beat which is not normally accented, a legitimate tactic in several performance 
styles. 

The most obvious factor in the thekd to distinguish one beat from another is 
the use of different drum bols, which have different timbres. The grossest aspect 
of timbre changes is that between bharT (TulF) and khdlT (‘empty’) bols. In many 
cases the khdlT stroke may be heard as a timbre accent; for example the ‘din’ in 
cautdPs thekd (mdtrds 3, 7) or the ‘tin...’ in tmtdl (m. 10-11) clearly draw 
attention to those beats and are both an aid to time-keeping and a contributor 
to rhythmic character. 

There are many more subtle variations in timbre, since there are many 
possible drum strokes. The type of bols and their combination, and their deriv¬ 
ation from either tabid or pakhdvaj, are important contributors to the /d/'s 
character. One reason for this is that the pakhdvaj is severely limited in its 
possible degree of pitch modulation, compared with the tabid. Such modulation, 
achieved by varying the pressure applied to the left drum head (bdyd) with the 
heel of the hand, is a prominent feature of most styles of tabid playing. This 
plays an important role in the characterization of several tdls, including kaharvd 
and tmtdl, where it may be seen as a kind of pitch accent.^^ An illustration of 
pitch modulation in kaharvd tdl is given below in Example 5.13.^^ A similar 
pattern of pitch modulation may be heard on Audio track 1, in the 6-mdtrd 
dadrd tdl. 


a. 

b. 


kaharva tal: 8 matras, 4+4 

X 0 

dha ge na tin na ke dhin na 


X 

dha 


j 



Example 5.13 Two representations of bayS pitch modulation in kaharvd tdl 


See Stewart (1974:89-91). 

^ These illustrations from (a) Stewart (1974:90) and {b) Manuel (19836:304). 
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I argued in Chapter 2 that all tab, like any metric structures, may be considered 
as cyclic structures. Cyclicity is a concept rather than a percept: it cannot be 
directly perceived in music. Even if this is the case, however, it may be that some 
tab lend themselves more readily to the concept, and if so cyclicity is another 
variable, Unked to other variables. For instance, the length of the ‘cycle’ varies 
from less than 2 seconds to over a minute; due to factors such as the limits on the 
psychological present and short-term memory, the significance of these tab" 
perceived cyclicity is surely very different (in fact, the latter can perhaps not be 
directly apprehended at all). 

In Indian tab the most important beat, sam, is both first and last; it is usually 
written as first, but more often than not functions as last in that it is the beat 
upon which rhythmic tensions are resolved. It is this ambiguity of the function of 
sam and the cadence-oriented improvisatory style, which are the practical 
manifestations of this preference for cychcity. Factors which influence the im¬ 
portance of cychcity include tempo, genre, type of composition, improvisation, 
and accompaniment style: cyclicity is another variable of Indian rhythmic 
organization. 

5.4.1 Thekd and cyclicity: the case of tlntdl 

If an important implication of cyclicity is the dual role of sam as start and end 
point of the pattern, then tab with a high degree of cyclicity might be expected to 
balance the sense of counting from sam (‘dha dhin dhin dha... ’) with one of 
approach to sam (‘... dhin dhin dha dha’). The most important ways of doing this 
in a thekd are to use cadential patterns (especially in pakhdvaj thekds, e.g. ‘tira kita 
gadi gana dha’) or with a combination of dynamic and timbre accents with pitch 
modulation (in many tabid thekds). The principle of end-accented rhythm, while 
not so central as in much South-East Asian music, is an important one in North 
India. For example, in tlntdl the bol ‘dha’ of mdtrds 1,5, and 9 may be heard as the 
last of a 4 mdtrd group ‘dhin dhin dha dha’. This makes the last 3 mdtrds of the 
cycle effectively function as an anacrusis leading to sam (Example 5.14). 

tintal: 16 matras, 44444+4 

X 2 0 3 X 

dha dhin dhin dha dha dhin dhin dha dha tin tin ta ta dhin dhin dha dha 

‘ >« > I_I»— » 

Example 5.14 Tintal, theka with an alternative grouping shown by square brackets 

This interpretation appears to be supported by research into rhythm percep¬ 
tion by Paul Fraisse, who suggests that rhythmic groups of 2 weak (W) and 2 
strong (S) beats tend to be perceived as WWSS or SSWW, but not as SWWS 
(1978:237).^’ While the traditional structure of tintal, comprising four groups of 


27 


This phenomenon was in fact first noted by Bolton as early as 1894. 
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four beats, remains in force, I suggest that the theka implies an overlapping 
grouping (‘dhin dhin dha dha’), given a probable preference in most listeners 
for grouping like elements together, according to the well-known Gestalt prin¬ 
ciple.^^ Put another way, the implicit grouping of the theka overlaps the basic 
metric structure indicated by the clap pattern, which also explains the apparent 
shift in khdlTvibhag by one mdtrd. The hand gesture comes on the strongest beat 
of the thekd group, the last, with the final mdtrd of the last group being the most 
important of all, sam. This is one of many instances of the importance of end- 
accented (anacrustic) patterns in Indian rhythm. 

The tension between the conventional interpretation of tmtdFs divisions and 
coimting pattern ('dha dhin dhin dha’) and the grouping implicit in the thekd 
('dhin dhin dha dha’) need not be resolved, since it is this very tension which is 
felt to augment the sense of cyclicity in tmtdl. In tmtdl one is constantly aware of 
both the journey from and the anticipated arrival at sam, and this dual percep¬ 
tion is stronger here than in most other tdls —^which may go some way to 
explaining the current predominance of this tdl in practice. 

5.4.2 Cyclicity in practice 

Cyclicity, as a variable of rhythmic style in North Indian music, may be mani¬ 
fested either in standard cadential patterns resolving on sam, or (as in tmtdt) in 
overlapping grouping patterns. It is also influenced by other variables, especially 
tempo. This sense of cyclicity is perhaps at its weakest in bard khydl tdls, because 
the slow tempo makes perception of the cycle as an integral unit too difficult. 
Although the structural principles of these tdls are no different, it is difficult to 
feel any sense of cyclicity here. The function of creating an expectation of sam is 
achieved through other means; a tightening up of the rhythmic structure is 
indicated by a temporarily more syllabic style, an increase in the rhythmic 
density, even on occasion a shght acceleration towards the end of the cycle, 
associated with the reiteration of the composition’s mukhrd (anacrusis). If such 
long, slow cycles can be conceived as cycles at all, it is intellectually, by extra¬ 
polation from the mukhrd. 

In fast tempo pieces, however, the rapid recurrence of a repeated drum pattern 
makes recurrence palpable and cyclicity easier to conceive. Indeed in some cases, 
the lack of a clear dynamic accent on sam can be a handicap in counting tdl, as 
one has a sense of looking for the join in a continually revolving circle. The 
musical significance of a feeling of cyclicity is that it encourages and supports a 
highly organized form of improvisation, the main structural pivot of which is the 

^ This interpretation is shared by Powers, who writes; ‘DHIN DHIN DHA DHA coming up to 
scan is the nuclear formula, not DHA DHIN DHIN DHA beginning from scan' (1980:123). There is 
another designation where sam is counted as the second clap of the cycle, viz. X301(=1X3 0). The 
second tdlT of the cycle is called pichlT (lit. last), and the third tali called pahli (lit. ‘first’). Confusing as 
this is, it does have a certain logic to it. It confirms that the tdl may be conceived as a cycle, since the 
implication is that the last tdlTxs reckoned as the first of a sequence of three (see Bhowmick 1981:56; 
Ghosh 1968:67; and Sargeant and Lahiri 1931:433). 
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sam at the end of each cycle. A soloist may begin a section of development or 
improvisation at any point (depending on the genre), but the way it ends— 
synchronized with the tal cycle—is much more significant. The most common 
ways are with a climax either on sam or before the starting point of the 
composition, the mukhra. 


5.5 Summary: tdl functions and the theoretical model of 
rhythmic organization 

I have illustrated above a clear relationship between the quantitative function of 
time measurement and clap patterns. The accentual patterns associated with 
most tab are on the other hand largely dependent on the thekd. No such clear 
correlation can be established with the function of cyclicity: cyclicity is not an 
objective property of tdl but a conceptual or metaphoric phenomenon—^the 
music is cycUc largely because people believe it is (or should be) cyclic. Never¬ 
theless, it seems to be easier to conceive of some tdls as cycUc than others. 

However, neither the correlation between clap pattern and time measurement, 
nor that between a s thekd and accentual pattern and character, are exclus¬ 
ive—^they are intimately related. The thekd often plays a part in supporting the 
time-measuring function, and the clap pattern in turn may support the accentual 
pattern; since the concept of cheironomy pre-dates that of the thekd in classical 
music, it is indeed likely that in some cases thekds have evolved or been devised 
to complement older tdls which previously had none. In the case of tdls which 
have been absorbed from folk music into the classical realm, the complementary 
process may have occurred—clap patterns being created in order to support the 
accentual pattern of the thekd. However, since there are numerous examples 
where the structures implied by these features do not concur, producing appar¬ 
ent anomalies, there are surely many more historical factors involved than these. 

The usage of clap pattern and thekd varies with context, as does the relation¬ 
ship between these phenomena and the mam categories of tdl ftmctions. This 
variability is to some extent associated with the different performance practice of 
different genres, and with the implications of different tempi. North Indian tdl is 
indeed a complex and multi-dimensional system of metric organization. 

The tdl system is best represented as a hybrid model incorporating quantit¬ 
ative and qualitative functions, a model whose parameters (especially the use of 
the thekd, and the tempo) are highly variable. Seen from this point of view, the 
relationship of tdVs various features and functions becomes clearer. 

Example 5.15 illustrates a little of the complexity of the relationships between 
the different aspects of tdl: (a) the thekd generates the accentual hierarchy; (b) the 
clap pattern indicates the quantitative (durational) structure; and (c) the thekd 
may assume the clap pattern’s time-measuring function. As the parameters of 
rhythmic organization are altered, for instance by the use of extreme tempi or by 
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Example 5.15 An illustration of the relationship between thekd and clap pattern, and 
the unified model of metric organization 


varying the use of the thekd, this affects the relationship between the different 
aspects of rhythmic organization. For example in melismatic bard khydl where 
the accentual pattern of the tdl is of little or no importance and the clap pattern 
even less so, the thekd changes in function. Rather than generating a character¬ 
istic accentual pattern to complement the clap pattern’s time-measmement 
function, it actually replaces the clap pattern in this respect: an accentual pattern 
becomes transformed at slow tempo into a sequence of audible clues to the 
progress of the tdl cycle. If, on the other hand, the thekd is barely used and the 
rhythmic organization reverts to the essentially quantitative 'syllabic’ model (as 
in most dhrupad, and some instrumental music), then the upper stratum of the 
model as depicted in Example 5.15 becomes redundant. 
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Lay: tempo and rhythmic density 

6.1 The concept of lay in Hindustani music 

6.1.1 Definition and usage of the term 

Lay is one of the most important rhythmic concepts in Indian music. It has long 
been recognized as the principle which regulates musical time; it has also been 
appreciated that lay is partly responsible for the aesthetic character of music. ^ 
Lay is a difficult concept, however, because its meaning and significance have 
changed substantially over history. It is an ancient concept which may be only 
imperfectly applicable to modem music, and from this fact arises considerable 
ambiguity in meaning. 

The concept of lay is one which has developed and expanded over the course 
of time to the point where it could be considered an equivalent of the English 
term 'rhythm’ in almost all of that word’s diverse senses. The original meaning 
of 7ay’ is, however, the duration or time-span between two beats.^ Derived from 
this is the concept of ‘tempo’ since the tempo of a piece of music is determined by 
the time-spans between beats (taking ‘beat’ as a point in time marked by an 
action, in accordance with the ancient Indian theory). When Indian musicians 
speak of a ‘good sense of lay\ they mean an ability to generate rhythmic 
variations while retaining awareness of tdl and control of tempo. 

Loosely interpreted then, a ‘good sense of la/ is simply a ‘good sense of 
rhythm’; hence the apparent equivalence of the terms lay and rhythm and 
Powers’s comment, "Laya is extended to cover the semantic field of “rhythm 
and tempo” in the same way that “rhythm” in the West covers a semantic field 
comprising “rhythm and metre” ’ (1980:118). There appears to be some ambi¬ 
guity as to what we mean by lay —^whether lay primarily refers to the perceived 
rate of the metric structure, or to the rate of rhythmic events (rhythmic density), 
or indeed to the ratio between the two. In fact, it can mean any of these things, 
but the sense is usually clear from the context. 

Lay as tempo Three tempo categories are traditionally recognized in Indian 
music, namely vilambit, madhya, and drut (slow, medium, and fast). Since in 

^ Ranade and Chavan cite the Visnudharamorttara Purana, which correlates lay to ras (aesthetic 
essence) (1976:3). This is also noted by Danielou (1957:70). 

^ See Rowell (1988a: 145), Chaudhary (1997; 28). This sense is explicitly referred to by Deva when 
he writes that ‘The flow of time has first to be calibrated. This calibration is what is called the lay a or 
tempo. For, if the unit of calibration is small we feel the passage of time as quick; this is the drut...’ 
(1981:268-9). 
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modem times the range of performance tempi has increased considerably at 
both extremes, it is helpful to add two further categories (ati-vilambit and ati- 
drut); some also find occasion to define intermediate categories (madhya-vilambit 
and madhya-drut), giving a total of seven notional bands (see Table 6.1). 


Table 6.1 Tempo (lay) designators for Hindustani music 


lay 

tempo 

ati-vilambit 

very slow 

vilambit 

slow 

(madhya-vilambit) 

(medium-slow) 

madhya 

medium 

(madhya-drut) 

(medium-fast) 

drut 

fast 

ati-drut 

very fast 


In this way lay may translate the Western concept of tempo, the perceived rate 
of pulsation of a piece of music. Within the Indian context, however, there is 
some ambigtuty over whether lay in this sense refers exclusively to the rate of 
succession of the tdl, or whether it is also dependent on surface rhythmic density. 
Indeed, the latter meaning is clearly intended when musicians speak of ‘increas¬ 
ing the lay\ not only when increasing the tempo, but also when increasing the 
rhythmic density by subdividing the pulse in generating surface rhythm. 

Lay as the ratio of rhythmic density to tempo Several terms are employed by 
musicians to refer to the ratio of rhythmic density to tempo (cf. laykdrT, Chapter 
10). Terminology is diverse and often confusing, but some of the more common 
terms are given in Table 6.2 (for more on this topic see Chapter 10). 

Moreover, since there is a clear alfinity between "lay ratios’ sharing a common 
factor in the numerator (e.g. between 3:2, 3:1, and 6:1), other sets of terms 
group these levels, as in Table 6.3. The terms in the first column all derive from 


Table 6.2 Terms describing lay as the ratio of rhythmic density to tempo (lay ratio) 


lay 

rhythmic density: tempo (metric pulse) 

bardbar (lay) 

1:1 

derh (derhf lay) 

3:2 

dugun (dugum lay) 

2:1 

tigm (tigunf lay) 

3:1 

caugm 

4:1 

pdhcgun 

5:1 

chegun 

6:1 

sdtgun 

7:1 

dthgun 

8:1 
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Table 6.3 Tenns for lay reflecting the categorization of 
lay ratio by numerator, with equivalent 'Jdtf terms 


lay 

jati 

no. in groups 

an lay 

tryasra jati 

3 (3:2, 3:1,6:1, etc.) 


caturasra jati 

4(2:1,4:1,8:1, etc.) 

kudrf lay 

khanda jati 

5(5:4,5:2,5:l,etc.) 

vidrT lay 

mihra jati 

7(7:4, 7:2, 7:1) 


sankTrna jati 

9 (very rare) 


the modifier an (‘crooked’); the "JdtV (lit. ‘class’) terms are used particularly in 
South India but also by some Hindustani musicians. This list is not exhaustive, 
since the terminology is not standardized across the tradition as a whole; more¬ 
over some of the terms given in Table 6.3 have other interpretations. In order to 
consider the lay characteristics of the various genres of Hindustani music, and 
tempo variation in performance practice, it will be necessary to use any or all of 
these terms—^for tempo (as in Table 6.1), the ratio of rhythmic density: tempo 
(Table 6.2) and the categorization of such ratios (Table 6.3). 

6.1.2 Tempo and metrical structure 

Tempo is usually understood to be a function not of surface rhythm,^ but of the 
underlying beat or metrical structure. Consistent with this approach, the meas¬ 
ure of tempo generally adopted in North Indian music is the rate of succession of 
the basic time unit, the matrd. However, in practice, the mdtra is not always the 
most appropriate measure of tempo. The assumed fimction of the mdtra as the 
tactus—^the highest metrically significant pulse level—^is in many cases shifted to 
some other pulse level (^ or \ mdtra divisions, or groups of 2, 3, or 4 mdtrds) 
depending on the tempo. As a result, mdtra rates are not strictly comparable as 
tempo measurements. 

The mdtrd was originally a standard and notionally invariable time unit in 
Indian music:"^ tdls were composed of various time units (the laghu, guru, druta, 
etc.), which were reckoned as fractions or multiples of the mdtrd. Hence the ratio 
between the time units employed in a particular pattern and a globally fixed time 
unit (the mdtra) functioned as a practical measure of tempo. From being a fixed 

^ See however Kolinski (1959), who regards it as just that. His idea that for comparison between 
cultures, rhythmic densities form a more objective measure than a subjectively defined ‘beat’ has 
considerable advantages; it is not, however, so useful for discussion of a single music cul¬ 
ture, especially one (such as North Indian music) with sophisticated indigenous rhythmic concepts. 

^ The term mdtrd is defined in the Natyasastra (pre-5th cent.) as the time of five nimesas (lit. 
‘blinking of the eye’) (NS 31.3, cited in Nijenhuis 1970:324). The SangTtaratnakara (13th cent.) 
defines the mdtrd as the time taken to pronounce five short syllables (SR 5.16, cited in Gautam 
1977:341). Gautam estimates the mdtrd as 1.2 sec., giving a mdtrd rate of 50 MM. Rowell’s estimate 
on the same basis is 60-72 MM (1988u: 150). I find these figures a little low; my own trials, using 5 short 
Sanskrit syllables, yielded figures of0.67-0.94 sec., which would give mdtrd rates of c.70-90 MM. 



78 Lay: tempo and rhythmic density 

time unit, as Indian art music evolved the mdtrd became increasingly flexible, so 
that ultimately the duration of the mdtrd, rather than the combination of various 
time units, became the measure of tempo. 

The mdtrd has latterly become a flexible measure of time: nowadays the 
mdtrds of the fastest North Indian music are less than 0.1 sec. long; in the slowest 
they are over 5 sec. in duration. This means that tempo measurements based on 
mdtrd rates vary from less than 12 MM to over 600 MM (in fact, rates at least as 
high as 720 MM can be heard): however, since at the slowest tempi the mdtrds are 
consistently subdivided to provide the effective pulse of the music, and at 
the fastest rates the mdtrds are perceptually grouped for the same reason, these 
measurements provide an exaggerated impression of the range of perceived 
tempi. Sachs had difficulty accepting a ratio of 1:8 between the slowest 
and fastest performance tempi (1953:32): a ratio of 1:60 (12:720 MM) is 
possible for rhythmic densities, but certainly not for perceived rates of metric 
progression. 

Clearly, in some cases tdl structures have become temporally distorted, to the 
extent that the metric functions of tdTs various structural levels change or are 
abandoned altogether, and measures of tempo must take this into consideration. 
The tdl system essentially provides three metrically significant pulse levels, the 
mdtrd, vibhdg, and dvart. The manipulation of the tdl structures to permit both 
very slow and very fast tempi means that other metrical levels come into play, 
and the three basic levels may shift or diminish in metric importance. This must 
be taken into account when reckoning the effective tempo of a piece of music. 
Moreover, if surface rhythm is to be interpreted with respect to the tdl structure, 
these changes in performance practice mean that it is often more meaningful to 
consider the surface rhythm with respect to a metric level other than the mdtrd. 

Although this concept of lay as the ratio between rhythmic density and a 
constant metric pulse rate has its roots in ancient and medieval practice (i.e. 
when the mdtrd was an arbitrary and invariable time xmit, tempo was defined as 
the rate of its subdivision), it now has to compete with the concept of lay as 
metric pulse rate itself. Similarly, the notion of acceleration as an increase in the 
rate of subdivision of the metric pulse {laykdri, see Chapter 10) has to compete 
with the practice of gradual acceleration of the metric structure, and as a result 
the former concept has diminished in importance. 

6.1.3 Determining the effective pulse rate 

Selecting a pulse level to serve as a measure of tempo may remain difficult. 
Having in principle allowed a level other than the mdtrd in this role, as a 
necessary response to changes in practice, such an acceptance nonetheless 
involves subjective decisions which may be problematic. Lerdahl and Jacken- 
doff, who tried to determine such pulse rates (their ‘tactus’) in Western tonal 
music, found that it was frequently impossible to choose objectively between two 
pulse levels (usually in the ratio 2:1). In Hindustani music, if two such pulse 
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rates are present and one of them is regarded by generally accepted theory as the 
mdtrd, we should have no hesitation in selecting that level as primary; if not then 
the decision might be somewhat arbitrary. 

The type of metric pattern illustrated in Example 4.3, with three basic levels 
(dvart, vibhdg, and mdtrd) and occasionally an extra intermediate level (such as 
the half-Jvar/), will be the predominant one at a tempo range of c.30-180 MM 
{mdtrd 0.33-2 secs.). In this case, tempo is determined by the mdtrd rate. In ati- 
vilambit lay, the \ox\ mdtrd subdivision may replace the mdtrd in function; in 
drut and ati-drut lays the 2- or 4-mdtrd level (which is in many cases the vibhdg 
division) takes on this function. The metrical significance of the vibhdg level 
varies with tdl and context, as does that of other intermediate levels such as the 
half-cycle division which reflects the symmetrical tdlT/khdlT division of many 
thekds. I will now illustrate these points using metric dot notation. 

Not just one, but several levels of pulse (or recurrence), may be determined in 
any piece of metrically boimd {nibaddh) music. These range from the surface 
rhythmic density down to the rate of recurrence of the tdl cycle, with a number of 
significant intermediate levels. The basic principle of Indian metric organization 
remains, despite numerous changes in performance practice over the centuries, 
that surface rhythmic patterns overlie the consistent metric structure determined 
by the tdl Neither the fact that in some cases (in melismatic styles), the relation¬ 
ship between surface rhythm and tdl structure is apparently loose, nor the 
hypothesis that the function of those structures has been considerably distorted 
by their expansion or compression, invalidates this principal model. 


madhya lay 



ati-drut lay 

Example 6.1 An illustration of the compression of tdl structure at very fast tempo 

Examples 6.1 and 6.2 illustrate both the basic model, and the effect of its 
distortion by extreme shifts in tempo. Example 6.1 illustrates how, when the 
metric structure is compressed at very fast tempi, the listener counts the vibhdg as 
the ‘beat’, giving a tempo shift up to (in this example) 160 MM, rather than 640 
MM (the higher rhythmic density in ati-drut lay would be significant in further 
influencing the listener’s perception of speed but not ‘tempo’ in its strict sense as 
the rate of metric progression). 
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• 14m=48 

• m=24 

• v=6 

• (a^40 secs.) 


Example 6.2 An illustration of the expansion of tal structure at very slow tempo 

As for the converse phenomenon, Example 6.2 shows how, when the metric 
structure is expanded at slow tempi, the Ustener counts the half-mdtra pulse as 
the 'beat’, giving a tempo shift down in my hypothetical example to 48 MM, 
rather than 24 MM. Comparing the three illustrations (of tmtal in madhya lay, 
ati-drut lay, and vilambit lay), we can see how the difference in mdtra rate (of 24 
MM in vilambit lay to 100 MM in madhya lay to 640 MM in ati-drut lay), 
compares with the difference in effective tempi (48 MM in vilambit lay to 100 
MM in madhya lay to 160 MM in ati-drut lay). This illustrates my hypothesis 
that the effective tempo range in Hindustani music is much less than it would 
appear from measurements of matra rates. One does come across indications of 
the fact that musicians have taken this on board: ektal may be referred to as a tal 
of 24 or 48 beats, rather than the standard 12 (see e.g. Bhowmick 1975:40), and 
kaharvd is often quoted as comprising 4 mdtras rather than 8 (see e.g. Ratan- 
jankar 1967:121). However, such designations have not become standardized or 
even consistently used; it may even be that the trend is now in the opposite 
direction, to standardizing the number of mdtras designated for each tdl while 
releasing the concept of mdtrd from its functional significance. 



vilambit lay 


6.2 The measurement of lay 

6.2.1 Determining lay (tempo and rhythmic density) 

In most cases the appropriate measure of tempo will remain the mdtrd rate, 
because musically literate listeners, not to mention performers, will interpret the 
mdtrd as the primary pulse whenever this is practicable. In certain cases where a 
listener not educated in the music system might be inclined to take the j- or 
2-mdtrd pulse as primary, the knowledgeable listener will resist this; this factor 
makes a wide range of perceived tempi possible. However, at extreme tempi such 









Lay: tempo and rhythmic density 81 

an adjustment of perceived pulse is unavoidable, and our imderstanding of both 
metric structure and tempo must take account of this. 

One other phenomenon complicates matters further. In ‘complex’ tals such as 
rtipak (3 + 2 + 2) and jhaptdl (2 + 3 + 2 + 3), as the tempo increases so the pulse 
level (at which listeners would tap their feet) shifts from the mdtrd to the vibhdg, 
giving an irregular (non-isochronous) pulse. Although it could be argued that at 
very high tempi an average value for this pulse would be a reasonable measure, 
the mdtrd rate will be retained below as the basis of tempo measurements. 

Another level must be taken into consideration, to supplement our under¬ 
standing of perceived tempo, namely the rhythmic density.^ Rhythmic density is 
the measure of the speed of articulation, and relates to the speed of the perform¬ 
ers’ physical movement. In this context, density effectively means speed, and is as 
much an indicator of tempo as is the metric pulse rate (see Kolinski 1959). 

It is appropriate in a study of this repertoire to use the rate of metrical move¬ 
ment as the principal measme of tempo, taking rhythmic density as a secondary 
indicator. Average rhythmic densities of surface patterns are of relatively Umited 
use (although they may be useful in music of mehsmatic style, where accurate 
determination of articulation points can be difficult), especially where it is possible 
to study the composition of surface patterns and their relationship to those under¬ 
lying structures. In many cases the maximum density, and an appreciation of 
the relationship between this value and the primary metric pulse (which may stand 
in a simple mathematical proportion, e.g. 3:2 or 4:1) are of greater significance. 

Another factor which needs to be considered (although perhaps not strictly 
speaking an indicator of lay) is the length of the dvart. The tdl cycle is the largest 
regularly repeating time unit; moreover the first beat {sam) is highly significant 
structurally, as it frequently marks the coming together of the rhythmic streams 
of soloist and accompanist, and the resolution point for rhythmic tension. Since 
two pieces with the same metric tempo and rhythmic density but in different tdls 
may have very different cycle lengths, this is of considerable significance for the 
metric structure of the music. In fact, since very slow khydl tdls, almost without 
exception, display a considerable degree of subdivision of the mdtrd, the effect of 
slowing the tdl down is much more marked on the cycle length than it is on the 
effective metric tempo. 

As I will argue below, tdl functions are altered in very slow tempo pieces, 
principally because the cycles become too long to be directly perceived as single 
entities. In the same way, metric structure is affected since a long dvart (up to 60 
seconds or more) cannot be considered a metric pulse level, rather it may be 
regarded as a higher-level organizational unit. Thus the principal measure of lay 
or tempo will be (a) the mdtrd rate, except where this rate has clearly been 
displaced in function by {b) another metric pulse level. In addition to this, I 
will consider (c) rhythmic density, and {d) the relationship between density and 
tempo {lay ratio); and {e) the cycle length. 

^ Several authors have pointed to the importance of predictability of events in the perception of 
tempo (see e.g. Dowling and Harwood 1986:182), yet this is beyond the scope of this study. 
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Before I present measurements from performance, I should put these meas¬ 
urements (and in particular those of tempo) in context, David Epstein’s discus¬ 
sion, in which he cites several earlier authors, suggests that something in the 
region of 37-40 MM falls at the very bottom end of the range of recognized 
tempi in Western music, with maxima a little over 300 MM (the highest figure he 
cites is 376 MM, Epstein 1995:109-17). According to George Houle, 'the beat 
becomes too slow around MM 40, and too fast around MM 130-35.. .The 
tactus [in the seventeenth century] was near the center of this range, since the 
body’s resting pulse generally corresponds to MM 60-80’ (1987:5), Walther 
Diirr and Walter Gerstenberg too suggest that a pulse rate felt as moderate is 
that of the human heartbeat, 60-80 MM; less than 60 is perceived as slow, more 
than 80 as fast (1980:806). Rebecca Stewart suggests a mean for madhya lay 
(medium tempo) of 90 MM, apparently based on an estimate of 80-90 MM for 
the heartbeat (1974:81 .)^ Curt Sachs rejected the idea of a basis for tempo in the 
heartbeat, suggesting instead 'the regular stride of a man walking leisurely’ as 
the physiological basis. His figure is nevertheless consistent with those above, 
'76-80 M,M.’. His figures for the overall range of tempi stretch from 32 to only 
132 MM (1953:32-3). Jay Dowhng and Dane Harwood claim that evidence of 
any physiological basis is unconvincing: however, citing psychological research, 
they state that: 'Though the evidence is often weak, it points in the direction of a 
natural pace for psychological events of 1.3 to 1.7 per second (i.e,.. between 80 
and 100 beats/min). This agrees roughly with the intuitions of musicians regard¬ 
ing a moderate tempo... ’ (1986:182). 

Whatever the physiological and/or psychological basis, it seems reasonable to 
take the range of 60-100 MM as a rough guide to what may be felt as a 
'moderate’ tempo. The lowest recognized tempi seem to be somewhere in the 
range 32-40 MM. There appear to be two main schools of thought on the 
maxima: one finds tempi above c. 130 MM (mdtrd < 0.46 sec.) to be very fast, 
while the other allows figures well over 300 MM {mdtrd < 0.2 sec.). I tend to 
agree with the former, and regard the latter as credible for rhythmic density 
rather than for the rate of metric succession. 


6.2,2 Lay in performance 

The following observations are based on measurements of over 100 perform¬ 
ances, including examples of all the principal genres of Hindustani rag music. 
Cycle lengths were measured to an accuracy of at least ±0.1 sec.:^ These 

^ Cf. G. H. Ranade: In the normal condition it (the heartbeat) is between 80 and 90 beats per 
minute. So the ancients used to adopt this natural unit of Laya as their standard. In our everyday 
language we may call it a standard Matra' (Ranade 1961:122). 

Measurements were made in the first instance with a 1/100 sec. stopwatch; later measurements 
were made with a computer-based timer, which gave readings of comparable accuracy. I estimate the 
error in readings at ±0.1 sec., reducible to ±0.05 sec. in some cases where measurements were 
repeated up to 3 times and averaged. 
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time-span measurements were converted to matra rates using a computer 
spreadsheet application, which I also used to calculate changes in tempo from 
cycle to cycle (expressed as a percentage, see 'acceleration’ in Table 6.4), and to 
plot graphs of tempo against cycle. An example of the procedure is given below; 
Table 6.4 is part of a spreadsheet generated from one such performance, and the 
corresponding tempo chart is given here as Example 6.3. 


Table 6.4 Detail of a spreadsheet showing measurements of cycle lengths 



duration (secs.) 




cycle 

I 

II 

average 

tempo (MM) 

acceleration (%) 

aldp 

2'03.22 

2'03.09 

2'03.15 



1 

30.02 

30.01 

30.02 

32.0 


2 

28.68 

28.64 

28.66 

33.5 

5 

3 

27.72 

27.83 

27.78 

34.6 

3 

4 

27.62 

27.52 

27.57 

34.8 

1 

5 

27.27 

27.24 

27.26 

35.2 

1 

6 

26.96 

27.02 

26.99 

35.6 

1 

7 

26.10 

26.02 

26.06 

36.8 

4 

8 

26.06 

26.09 

26.08 

36.8 

0 

9 

25.68 

25,66 

25,67 

37.4 

2 

10 

25,89 

25.88 

25.89 

37.1 

-1 

11 

25.53 

25.60 

25.57 

37.6 

1 

12 

(and so on) 

25.10 

25.09 

25.10 

38.3 

2 


C. R. Vyas, ragmaluha ked^, tilva0 tal 



cycle 


Example 6.3 A graph of tempo plotted against cycle, generated from the spreadsheet 
illustrated in Table 6.4 





)o ranges for common Hindustani tals 


vocal genres 




instrume 

mdtrds 

khydl/tappd 

tardna/thumrl/dddrd 

dhrupad/dhamdr/sddrd 

gat (sitdi 
unless sU 

14 (28/56) 

12.7-39 

— 

— 

— 

12 (24/48) 

10.4-42 

— 

— 

— 

16(32) 

21-51 

— 

— 

— 

16(32) 

25-60 

— 

— 

32-105 

12 

— 

— 

39-125 (dhrupad) 

56-77 (bl 

14 

— 

— 

54-128 (dhamdr) 

107-29 

10 

38-50 iyilam.) 
52-69 (madhya) 

— 

55-104 (sadra) 

89-165 

7 

29-33 (yilam:) 
83-108 {madhya) 

91-\U{thumn) 

— 

86-181 

16 

130-174 

— 

— 

99-174 

16 

60-92 {tappd) 

118-129 {thumrf) 

— 

96-140 

14/16 (7/8) 

— 

77-90 (thumrf) 

— 

202-232 

8(4) 

— 

130-160 (thumrf) 

— 

165-187 

389-480 

6(3) 

— 

56-76 (dadrd) 

— 

245-327 

10 (5) 

— 

— 

224-411 (dhrupad) 

— 

12 (6/3) 

217-301 

174-427 (tardm) 

— 

281-600 

16 (8/4) 

169-300 

189-313 (tardnd) 
302-500 (thumrf laggf) 

~ 

234-738 
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Tempo Table 6.5^ gives maximum and minimum tempo {matrd rate) figures 
for the most common Hindustani tdls, abstracted from measurements such as 
those illustrated in Table 6.4 and Example 6.3. The tempo ranges are distributed 
through several columns to allow comparison of the same tdl in different genres. 
Each set of figures is compiled from a number of different performances, and 
does not imply that each performance utilizes all or even most of the possible 
tempo range. 

The following observations may be made in connection with these figures (and 
the measurements from which they are derived). First, the measured range in 
matrd rate in these examples is from 10.4 MM to about 730 MM. The perceived 
range in tempo is however much less than this. Taking the lower end first, all 
the examples in this sample below 21 MM showed consistent subdivision in the 
thekd, suggesting a basic pulse rate 2 or 4 times that indicated. For instance, the 
slowest example in terms of mdtrd rate^ had a clearly defined pulse at 4 times 
the mdtrd rate (i.e. at least 42.8 MM). 

In my subjective experience, pulse rates of below about 30 MM (i.e. mdtrd > 2 
secs, in duration) feel extremely slow. Some singers manage to go considerably 
below this without consistently subdividing the pulse, but the minimum possible 
is probably around 20 MM {mdtrd =3 secs.). The only exception to this I have 
found was a bard recording of Amir Khan, in which the mdtrd rate drops to 

12.7 MM {mdtrd=4J secs.) without subdivision.^^ This is a remarkable per¬ 
formance since the thekd is virtually impossible to perceive as regularly pulsed, let 
alone metrical. This effect is compoxmded by the use of a version of jhumrd's 
thekd which has no stroke on mdtrds 2 or 9 (the strokes are displaced to the half¬ 
way points in these mdtrds^ see Example 6.4), giving a pulse which is in any case 
irregular with a maximum time-span between tabid strokes of up to 7 secs. (This 
recording is also remarkable in other ways, as will be shown in Example 6.10.) 

jhumiitil: 14 rmtras, 3+4+3+4 

X 2 0 3 X 

dha -dha trkt dhin dhin dhage trkt tin -ta trkt dhin dhin dhage tikt dha 

lOI 

4.5-7 secs. 

Example 6.4 In Amir Khan’s performance of rag mdrvd in jhumrd tdl, pauses between 
tabid strokes reach up to c.7 secs. (Audio Example 2 features the first two cycles of this 
performance; the longest gap between the main strokes here is just under 5 secs.) 

Thus rates of 30 MM, maybe as low as 20 MM, are perceivable as consistent 
pulses. At the other end of the scale lies ati-drut lay (very fast tempo): some 

^ Figures in parentheses indicate the number of metric pulses, where the mdtrd rate is too fast or 
too slow to function as a primary pulse. Spaces marked ‘—’ are not applicable, i.e. these tab are not 
generally used in these genres. 

^ Pandit Jasraj, rag miydn hi todi, khydl in vilambit ektdl (Swarashree PJOOOl). 

Ameer Khan, rag mdrvd, khydl in vilambit jhumrd tdl (EMI EALP1253). 
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instrumental /fn/nZ performances go well over 600 MM (mdtrd <0.1 sec.) in the 
concluding jAaZa sections (in fact, up to around 730 MM; mdtrd = 0,0S2 sec.). 
Yet there is a straightforward case to be made for considering the metric 
structure of such pieces as a 4 ‘beat’ cycle, where each beat or pulse is located 
on the vibhdg divisions (see Example 6.1 above). The mdtrd rate itself is not 
metrically significant, but is best understood as a surface rhythm level at a lay 
ratio of 4:1 against the (vibhdg) pulse rate. This would give an effective pulse 
rate of at most 730/4, i.e. 182 MM (time-span ^ 0.33 sec.). This pulse level is 
close to the maximum possible before consistent grouping necessarily comes into 
effect. This maximum would be, by my subjective estimate, between 180 and 210 
MM (time-spans = 0.28-0.33 sec.). 

If perceived pulse rates in Hindustani music vary, as this suggests, between 
approximately 20 and 200 MM, covering the range from very slow to very fast, 
this still suggests a wide range of performance tempi, according to the estimates 
cited above. I believe that this is because factors peculiar to North Indian music 
make a wider range of tempi practicable, in particular the use of familiar metric 
structures which may be manipulated for use over a wide range of tempi. 

Table 6.6 presents the data of Table 6.5 in three rough tempo bands— vilambit, 
madhya, and drut lays. Anything more precise, or involving the possible seven 
bands cited in Table 6.1, would exaggerate the consistency with which these terms 
are used.^^ Tempi in instrumental music are in most cases significantly higher 
than those in vocal music, and their ranges are consequently given separately. 


Table 6.6 Tempo ranges for HindustM vocal and instrumental music (MM) 


genre 

vilambit lay 

madhya lay 

drut lay 

vocal 

10.4-60 

40-175 

170-500 

instrumental 

30-105 

85-190 

230-740 


Rhythmic density Maximum rhythmic densities (figures which treat gaps as 
rhythmic events, rather than averaging out the density of only the articulated 
notes or syllables), are useful in medium and fast tempo syllabic music, in which 
the relationship between surface rhythm and tdl is clear—they may be worked 
out as follows; 

• highest lay ratio sustained x tempo = maximum rhythmic density (bob! 
min.) 

In the fastest instrumental music, these figures reach levels of over 700 bob! 
min.; they are somewhat lower in vocal music, rarely over 400 boblmm.}^ due to 
a lower physical limit on the speed of articulation. For the earlier stages of 
performances, where rhythmic densities are lower and lay ratios not clearly 

^ * See however Stewart (1974:81). 

The fastest measured in these examples is approx. 640 Ao/^/min., briefly achieved in a dhamar 
performance by Bidur Mallik; this is exceptional however. 
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established, average rhythmic densities may be calculated, using either of the 
following formulae: 

• no. of bob in cycle x 60 length of cycle = av. rhythmic density (hufa/min.) 

• no. of boh X tempo (MM) -r no. of matrds = 2iW, rhythmic density {bob! 
min.) 

Examples of this kind of figure are given in Tables 11.3/4 and Examples 11.7/8. 

Cycle length Cycle lengths vary from around 1.5 secs, in atUdrut tfntdl to over 
65 secs, in atUvilambit jhumrd tdl and ektal I have suggested that the use of very 
long cycles has a significant effect on rhythmic organization, since cycles of over 
65 seconds are—according to psychological research—far too long to be per¬ 
ceived as single entities or Gestalts (see Chapter 3). If we accept this position, it 
follows that patterns lasting 60 seconds or more will not generally be experi¬ 
enced as metrical entities; at the very least, we can assert that patterns lasting this 
long will be experienced in a significantly different way to those lasting only a 
few seconds, since their recognition as patterns must rely on a degree of memory 
and conscious conception not necessary for shorter patterns. This factor may 
explain why very slow tab are often said to be lacking in metric character. 

6.2.3 Variation of tempo in performance 

Hindusttol music shows a wide variety of practices concerning the variation of 
tempo in the course of performance, a much greater variety, in fact, than is 
generally assumed. As Rebecca Stewart appreciated, rather than maintaining a 
constant tempo for the metrical structure, with only the surface rhythm accel¬ 
erating—^which was previously assumed to be the ideal—^many genres had come 
to embrace the concept of acceleration in performance (1974:396-8). Stephen 
Slawek has also touched on this issue, with reference to Ravi Shankar’s sitdr 
performances (1987:196-7,209-12).^^ 

My research, however, has revealed a tremendous diversity of performance 
practice embracing constancy of tempo, gradual and stepwise acceleration, 
deceleration (very occasionally), and combinations of the above. Many changes 
in tempo are conscious and deliberate, some are certainly unconscious, and 
inevitably accidents and errors in performance also play their part. Some 
features are characteristic of genre, some of ghardnd style, others show a high 
degree of individuality. The basic findings of this research are illustrated 
below with some examples.^"* 

1. Constancy of tempo, although not as common as often assumed, does 
nevertheless occur. It is most likely to be a feature of entire performances of 
vilambit khydl or thumri,^^ while stable tempi are also maintained for significant 

See also Manuel (1989). 

Illustrations of variation in rhythmic density are found in Chapters 10 and 11. 

Excluding laggT sections. 
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stretches of instrumental vilambit- or madhya lay gats. It is most rare in 
dhrupad-dhamar, perhaps surprisingly since these genres are often considered 
representative, to a considerable degree, of an earlier stage in the development of 
Hindustani music. The lack of constant tempo in dhrupad in practice is due to 
the high degree of interaction between soloist and drummer, which seems 
inevitably to create a tendency to accelerate. In khyal, by way of contrast, there 
is much less interaction between the two, and consequently the stability of tempo 
is almost entirely dependent on the tabla player. Example 6.5 illustrates constant 
tempo in a typical vilambit khyal performance. 

Malikaijun Mansur, ragyemeni bilaval, tmdil 
(detail) 

35 
30 
o 25 
1*20 
^ 15 
10 
5 
0 


Example 6.5 Detail of tempo chart from a vilambit khyal performance, showing 
almost constant tempo 

2. Acceleration can be categorized as follows: 

(a) Gradual and slight, and perhaps unintentional, as in Example 6.6.^^ 

L. K, Pandit, rag bhairavi, tappa in sitarkhani tal 

100 
o 80 
& 60 
^ 40 
20 

10 20 30 40 47 

cycle 

Example 6.6 Tempo chart of a tappa performance, showing gradual acceleration 




16 


Acceleration in this case is from 76-91 MM, i.e. approx. 20%. 
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{b) Gradual but significant; resulting in increased tension and excitement. 
This is the norm in dhrupad-dhamar, and in instrumental madhya lay- and drut 
gats (Example 6,1)}^ 

Dagar Brothers, rag darbm kanad^ dhamar tal 



cycle 


Example 6,7 Tempo chart of a dhamar performance, showing a gradual but significant 
acceleration 

(c) Stepwise; a conscious acceleration at a particular point in the perform¬ 
ance, for example in khydl or instrumental gat if a faster tempo is required for 
tans than for vistdr. In some cases this involves tempo as much as doubling, a 
characteristic of khydls in vilambit lay (especially tintdt) which effectively thus 
move up from vilambit to madhya lay (Example 6.8).^^ 

{d) Temporary; for example to serve the needs of a tabid solo (Example 6.9). 

3. Deceleration is almost unknown, and may usually be interpreted as one of 
the following: 

(а) Winding down at the end of a performance, 

(б) A return to the desired tempo after a temporary acceleration; for example, 
after a tabid solo (see Example 6.9). 

(c) Adjustment between statement of a khydl bandis and the vistdr phase; 
many singers apparently find that the vistdr (melodic development) requires a 
slower tempo than that necessary for the composition (see Example 6.5, c. 1-3). 

{d) Accidental or in error. 

ie) Gradual and significant; a kind of ‘intensification of languor’. Although 
very rare, this is exemplified by Amir Khan’s recording of rdg mdrvd in jhumrd 

Acceleration in this case is from 54-96 MM, i.e. 77%. 

The steps in this case are 31-41 MM and 45-55 MM, accelerations of 32% and 22% respectively. 
The most celebrated example of stepwise acceleration is the change to the laggi section in thumrl, 
which also generally involves a change of tal. See Manuel (1989:118-21). 

Peaks mark tabid solos, while the underlying trend is of only slight acceleration. 
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Ulhas Kashalkar, rag basant bahar, tintal 



Example 6.8 Tempo chart of a bard khyal performance in tintdl, showing two clear 
stepped increases in tempo 


Ravi Shankar (sifar), rag kbamajy tintal (detail) 



cycle 


Example 6.9 Tempo chart from a vilambit gat performance on sitar 


tdl, as described above. This performance decelerates considerably before reach¬ 
ing a plateau at around 13 MM (Example 6.10). This example reaffirms that tdl 
structures show radically different characteristics—^in this case deceleration— 
when a metric tempo of below about 20 MM is used without consistent subdiv¬ 
ision of the mdtrd pulse. It also illustrates a more general point, that when 
musical structures are altered, changes in any one parameter (in this case tempo) 
cause knock-on effects in other parameters. 
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Amir Khan, rag marva, jhumra tal 
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cycle 


Example 6.10 Tempo chart of a bard khydl performance by Amir Khan, showing 
significant deceleration 


6.3 Summary 

L Tempo in Hindustani music is usually understood as the rate of succession 
of the metric structure, the tdU expressed as the mdtrd rate. The Indian term lay 
refers either to ‘tempo’ in this sense, to rhythmic density or to the ratio between 
rhythmic density and tempo {lay ratio). 

2. Mdtrd rate is not the only useful measure of tempo however, because the 
extension of the tempo range at both extremes has caused the function of tdls to 
be modified at both very slow and very fast tempi. In these cases some other 
metric pulse level may be a more significant measure of tempo than the mdtrd 
rate. The range of mdtrd rates in Hindustani music is at least 11-730 MM, that of 
effective tempo about 20-200 MM. 

3. Rhythmic density is another important indicator of tempo, to be con¬ 
sidered alongside pulse rate. In fact, the ratio between these two rates is often 
highly significant (see 1, above). The maximum rhythmic density possible in 
instrumental music is at least 730 bols/mm,^^ but is somewhat less in vocal 
music (usually aroxmd 400 feo/s/min., but very occasionally 600 bols/vcdn. or 
higher). 

4. Lay —^both tempo {mdtrd rate) and rhythmic density—tends to be higher in 
instrumental than in vocal music. 

5. Tempi {mdtrd rates) show a wide variety of patterns in performance 
embracing constancy, gradual and stepwise acceleration, and in special 

Considerably higher levels (c. 1400 bobimm) may be reached in a santur (dulcimer) perform¬ 
ance, since both hands may be used to strike the instrument alternately. See Example 10.17. 
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circumstances deceleration. These patterns clearly relate to other aspects of 
performance practice. 

These findings illustrate once again that there is considerably more diversity in 
Hindusttol rhythm than could possibly be imagined from the conventional tdl 
theory. This diversity is clearly evident in measurements of tempo and surface 
rhythmic density rates, in patterns of tempo variation and in the functioning of 
metric structures, as demonstrated above: it is also true of almost every other 
variable of rhythmic structure and organization in Hindustani music. 

The importance of drum use and accompaniment style is confirmed by the 
difference between Example 6.5 (constant tempo, made possible by tabid thekd 
accompaniment), and Example 6.7 (acceleration of tempo due to interactive 
pakhdvaj accompaniment). The interdependence of the various rhythmic para¬ 
meters is clear. 

More specifically, they supply empirical confirmation of several points made 
in the theoretical exposition of Chapter 4. The extremely wide range of mdtrd 
rates demonstrates that the 'ideal’ syllabic model of metric organization outlined 
in Chapter 4 has been considerably modified in many genres; often the mdtrd 
cannot function as the primary pulse rate ('tactus’), due to inescapable psycho¬ 
logical constraints. The same modifications in rhythmic organization are sug¬ 
gested by the ambiguity of the concept of lay, which reflects the fact that the 
conceptual structure of which it originally formed an integral part has been 
dramatically altered. 
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Performance practice and rhythm in 
HindustM music 

7.1 Introduction 

Rhythm in North Indian music is generated by the application of a variety of 
idiomatic processes or techniques of development, either precomposed or (more 
commonly) realized in extemporized performance. Rhythm is generated at a 
local level, although shaped by a sense of progression both within improvised 
‘episodes’—^within which particular musical ideas are stated and developed, and 
which must lead back to the fixed composition—and more loosely, over the 
performance as a whole. Any formal scheme which may be identified by means 
of synchronic analysis implies not so much an overall structural plan, as general 
tendencies in the performance process—typically of episodically organized de¬ 
velopment, expansion, increase, and intensification. 

While formal structure is not fixed in the sense of much Western art music, a 
more loosely conceived sense of progression and ‘good organization’ is valued in 
rag performance. I am concerned in this and the following three chapters with 
the relationship between performance practice in this sense (and the wider 
aesthetic context) and rhythmic patterns actually produced in performance. 
Since surface rhythm is generated by means of idiomatic techniques and pro¬ 
cesses, it may profitably be analysed in terms of those techniques, on which 
large-scale structure, local surface rhythm, and laykdrf (including rhythmic 
variation per se) are dependent. 

My presentation at this stage will be quite general. There are too many 
variables in North Indian music—formal, technical, and stylistic—to allow a 
comprehensive study of the rhythmic features of all its genres, forms, and styles 
in a single volume. A general analysis of the principal rhythmic and formal 
parameters of North Indian music, however, is possible, if it is based on the ideas 
or assumptions shared by all genres and styles of Hindustani music. These 
assumptions include the clear structuring of performance as ‘fixed compos¬ 
ition + extemporized development’, the episodic organization of that develop¬ 
ment, and the general tendencies to increase lay (tempo and/or rhythmic 
density), expand and vary material, and intensify affect. With reference to the 
factors of rhythmic organization introduced above, and to issues which may be 
identified as particularly important rhythmically (such as text use and distribu¬ 
tion, and preference for syllabic or meUsmatic rhythmic styles), I will sketch out 
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below an analytical approach to surface rhythm which may be applied to all the 
genres and styles of North Indian rag music. 

7.1.1 Elements of performance and their organization 

In any musical performance in this tradition a number of basic elements may be 
identified, within whose context local processes and techniques are carried out. 
Any performance of rag music may be said to contain any or all of the following 
three primary elements, combined in a number of ways. 

• Exposition of the rag {dldp, dlapti, barhat, vistdr)} 

• A fixed composition, synthesizing rag, tdl, and text or instrumental stroke 
patterns (bandis, cTz, gat)?' 

• Improvised development; either specifically focused on the use of the com¬ 
position text, or more generally melodic and rhythmic variation based on 
the rag and set within the tdl {upaj, bol bant, bol bando, todd, tdn, laykdrT 
etc.).^ 

The schemata in Table 7.1 illustrate three of the many possible methods of 
combining these primary elements. ‘A’ represents the most common pattern of 
dhrupad performance (some khydl styles too follow this plan); ‘B’ gives the most 
common vilambit khydl scheme, and ‘C’ similarly for thumru In 'A’, rdg devel¬ 
opment, the bandis, and textual/rhythmic development follow each other in 
sequence. In ‘B’ the exposition of the rdg follows the bandis, and may merge 
into other forms of development. In 'C’ the rdg is not developed methodically, 
but melodic possibilities are explored in the context of expressive development 
of the text. 

These primary elements {rdg exposition, bandis, improvised development) 
may thus be combined in different ways. A simple progression, "rdg develop¬ 
ment— bandis —^rhythmic development’, applies only to certain genres (in parti¬ 
cular, dhrupad and rfArwparf-based instrumental forms), while the incorporation 
of rdg development into the po^t-bandis development phase makes analysis of 
performance practice in other genres (especially vilambit khydl) more compli¬ 
cated. 

A concentration in performance on rdg development may override both 
rhythmic and textual factors (as in unaccompanied dldp, and some vilambit 
khydl vistdr)', other forms of melodic development occur in the ornamental 

^ Aldp (lit. ‘conversation’, but see Rowell 1992:239 for a discussion of the term’s significance) 
refers to the exposition of the rdg, either in metred or (more usually) in unmetred music. Barhat (lit. 
‘increase, extension’) and vistdr (lit. ‘spread’) usually refer to this process within nibaddh (metred) 
sections. 

^ Bandis (lit. ‘structure, pattern’) refers to any composition, but particularly vocal compositions; 
cTz (lit. ‘article, item’) is used for khydl compositions in particular; gat (lit. ‘(way of) going, moving’) 
describes idiomatic instrumental compositions (i.e. those not based on vocal pieces). 

^ Upaj (lit, ‘produce, product’) is a term for posi-bandis development, used especially for dhrupad. 
The other terms are explained in the text below. Deshpande, who uses the term in the context of 
khydl, translates upaj as ‘derivative phrase’ (1987:31). 
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Table 7.1 Three possible schemes for the organization of performance in North Indian 
classical music 



anibaddh (no tdl) 

nibaddh {tdl bound) 


A 

dldp, jor 

bandis 

bolbant 


{rdg development) 

(fixed composition) 

(rhythmic development of bandis text) 

B 

(none) 

bandis 

vistdr (rhythmically quasi-free rdg 
development, with and/or without words) 
and 




tdns (fast runs or flourishes) 

C 

(none) 

bandis 

bolbando 

(melismatic ornamentation of bandis 
text) 


melismatic flourishes of bol bando (particularly in thumri), or in the context of 
fast, and often rhythmically exciting tans (in khydl and instrumental gat forms). 
In bol bdnt, text is broken up into semantic chunks, which are sung in different 
rhythmic combinations to melodic material already developed; in this case the 
emphasis lies on the rhythmic-cum-textual development. 

The next section (§7.2) is concerned with the rhythmic organization of anU 
baddh sections such as dldp and jor\ the final part of this chapter (§7.3) introduces 
general issues of performance practice in nibaddh forms which are amplified and 
illustrated in following chapters. 


7.2 Alap: unmetred (anibaddh) forms 

The rhythmic structure of dldp, the unmetred exposition of the rdg, is a fascinat¬ 
ing but extremely challenging subject. Very Uttle work has been published to 
date: in fact, a couple of recent studies by Richard Widdess (1994, 1995) and a 
few comments by Wim van der Meer (1980) and Sandeep Bagchee (1998) 
comprise virtually the entire literature on the subject. While Indian musicians 
and musicologists have developed sophisticated theories over the centuries to 
explain and codify the practice of tdl, little has been written on the rhythmic 
organization of dldp; whatever comes before the establishment of tdl in a 
performance is classed as anibaddh (unbound), and described in English as 
rhythmically Tree’. 

The reasons for this are not too hard to find. From a performer’s perspective, 
dldp —^the unmetred, literally ‘unbound’ section of a performance, is the move¬ 
ment in which the performer is free to explore the intricacies of melodic structure 
without the constraint of tdl or lexical text (in dhrupad dldp, performers may use 
non-lexical syllables such as ta, na, re, and nom to aid articulation, for which 
reason it is sometimes called nom~tom dldp). The idea of examining the rhythmic 
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structure of supposedly arhythmical music appears to be counter-intuitive, with 
the result that it has seldom been attempted. 

Not only that, but as I have argued elsewhere (Clayton 1996) the avoidance of 
analysis of 'free rhythm’ forms is not restricted to India but is the norm in both 
Western music theory and ethnomusicology. Theories of rhythm in the West, as 
in India, assume the existence of metrical frameworks, and despite the slowly 
developing interest in free rhythm in ethnomusicology (see e.g. Frigyesi 1993) 
theorists are still stumbling in the dark in their attempts to develop research 
strategies to explain the rhythmic organization of forms such as dlap. 

Extended unaccompanied dldp is most common in dhrupad and instrumental 
genres, although it is also performed by some khydl singers, and most khydl 
performances begin with at least a few phrases, adding up to at least a minute or 
two of unaccompanied introduction to the rdg. Most performers divide dldp into 
a number of stages: at the simplest level three stages are identified as vilambit, 
madhya, and drut (slow, medium, and fast). Instrumental unmetred sections too 
are often described in three parts, as dldpforfhdld, where jor is the equivalent of 
madhya dldp, and Jhdld refers to a fast unaccompanied section in which melody 
notes are interspersed with rapid patterns played on the cikdri (punctuating) 
strings of the sitdr or sarod, {Jhdld is in fact a distinct, and optional, phase of 
development: some instrumentalists prefer to simply accelerate their jor xmtil a 
climax is reached.) Some performers describe dldp as being divided into many 
more sections than three; however, in these cases the distinctions seem on the 
whole to be made on the basis of melodic features (range to be explored in each 
section, for instance) rather than rhythmic factors. 

Again, the conscious organizing principle of dldp seems to be one of process, 
whereby (i) the structure and character of the rdg is gradually revealed, or 
unfolded, without regard to any rhythmic constraint {vilambit dldp, or simply 
dldp); (ii) that structure is explored in performance with a regular pulse and over 
a wider melodic range (Jor, madhya dldp); and (iii) that pulse is gradually 
accelerated xmtil a climax is reached (Jhdld, drut dldp). 

These processes of revelation and intensification may be conceptualized differ¬ 
ently by different performers. The process of gradual manifestation of the rdg 
may perhaps be regarded as a metaphorical re-enactment of the cosmic process 
of the crystallization of form from formless matter (see Rowell 1992:242-3); for 
others the process is more one of evocation, whereby the rdg —^which is pre¬ 
existent and always latent—^is temporarily manifested in a form audible to hu¬ 
man ears; even for those of a less metaphysical bent, the performance of dldp is a 
delicate process involving not simply the presentation of melodic materials, but 
the evocation of the distinctive mood of which the rdg is itself capable. 

Aldp proper, or vilambit dldp, refers to a stage in which the rhythm is not only 
unmetred, but also appears to lack a pulse; the relative durations of the notes 
seem to be determined entirely by the structure of the rdg rather than by any 
rhythmic principle. The only point of the (vilambit) dldp which is clearly pulsed is 
the mukhrd, a short cadential phrase used to mark the end of sections. 
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In jor (or madhya dldp) a pulse is clearly present, although such music is not 
considered to be ‘in tdF. The final stage, drut dldp or jhdld, retains this pulse and 
accelerates towards a climax; in instrumental jhdld, melody notes are typically 
interspersed with strokes on the high drone or punctuating strings (cikdrT), and 
in drut dldp in dhrupad, melody notes are usually repeated several times each (see 
Example 1.1)^ 


instrumental 

alap 

jor jhala 

vocal (dhrupad) 

vilambitalSp 

madhya alap drat alap 


mostly *unpulsed’ 

pulsed, but not in tal 


Example 7.1 The usual tripartite structure of dhrupad or instrumental dldp 


The category ‘without tdV (anibaddh) includes different types of musical 
rhythm, varying in degree of pulsation and speed of articulation. Moreover, 
the general tendencies noted in earlier chapters—^that performances tend to 
increase in speed and rhythmic definition—also apply to this phase, which 
moves from apparently unpulsed and free, to pulsed at medium tempo, to pulsed 
at high tempo and density. Study of these portions of performance should tell us 
a great deal about rhythmic organization, free rhythm, and the relationship 
between Indian and Western rhythmic concepts. 

It appears at first sight that, just as tdl is a concept closely related to metre, 
varieties of North Indian music without tdl represent different kinds of ‘free 
rhythm’; that which is completely free {dldp proper), and that which is pulsed but 
unmetred {jor, Jhdld). Before reaching such a conclusion, however, it is worth 
looking at both these assumptions a little more closely. 

7.2.1 Aldp: pulsed or unpulsed? 

Theoretical perspectives The rhythmic structme of dldp was studied by 
Richard Widdess in collaboration with dhrupad singer Ritwik Sanyal (1994). 
Widdess, reporting the views of his informant, throws considerable doubt on the 
premiss that dldp is ever, in fact, unpulsed. 

Sanyal asserted that there is always a pulse in his mind throughout alap, and that this is 
regular and consistent apart from a gradual acceleration. In slow alap it may be concealed 
by the slow tempo and by the placing of pitches and melodic/rhythmic events off the pulse 
rather than on it, but it becomes explicit in the mukhra. (Widdess 1994:65) 

These findings have been questioned by some other theorists, and some 
musicians deny the existence of pulse in slow dldp. Widdess and Sanyal’s 

^ Speed of articulation, and thus rhythmic density, increases with time (from left to right). 
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collaborative analysis of the latter’s dlap is however highly convincing, and 
demonstrates that (for some performers at least) slow dlap merely appears to 
be impulsed, while in fact it is organized around a consistent pulse; in other 
words that a pulse is present in the performer’s mind, but is not perceived by 
most listeners. Seen in these terms, the processes outlined above would be 
regarded not as a move from unpulsed to pulsed music, but from an unmani¬ 
fested to a manifested pulse. 

Widdess’s findings substantiate the brief remarks of van der Meer on the 
subject. 

In all parts of music there is a pulsation which is laya. It need be stressed that even in the 
slowest parts of Indian music (including dldpa ...) there is an idea of proper timing in 
which phrases are built and in which justice must be done to the duration of notes 
according to the rules of the raga. The masters create a compelling unity of the raga 
through this laya even if it is hardly perceivable to the layman... the artist has syncopes 
and rubato at his disposal to hide the pulsation which could otherwise damage the 
melodic purity. (1980:6) 

Their observations are supported and extended by Bagchee: 

A notion of proper timing, which the development of the raga has to follow and maintain 
in terms of the prescribed duration for each note, is laid down in these rules of the dlap. 
Failure to do so would lead to the raga degenerating into meaningless sounds. In the 
portion of music which is accompanied by a percussion instrument, this timing or 
pulsation becomes manifest... (1998:71) 

The first section, the vilambit dldp, is the most essential as it comes closest to pure melody 
and allows the intricacies of the raga to be shown in detail. Although the entire dldp is 
without rhythmic accompaniment, it is not strictly speaking a-rhythmic as there is a time 
element inherent in its unfolding which is marked by the singing of the notes. (1998:96) 

These comments combine an impression of objective observation (if rather 
imprecisely expressed) with a subtle suggestion that dldp must be rhythmically 
ordered since that which is unordered is by definition meaningless. As Widdess 
has pointed out (1995:83) we need to take care in evaluating such statements in 
view of the high status generally accorded to rhythmic regulation and time 
measurement in Indian music theory. Nonetheless, these comments should not 
be dismissed and their perspective is clearly worth further investigation. 

Widdess’s findings on dldp actually have considerable significance for the 
study of free rhythm in general, particularly if they can be shown to apply 
more widely. The possibility has been established that music can be founded 
on a consistent pulse, and yet nevertheless appear to be completely unpulsed, 
and this opens the question whether music is ever performed, in fact, completely 
without reference to pulsation. Psychological research certainly points to the 
role of rhythmic regularity, and hence pulsation, in aiding both motor co¬ 
ordination and memory. This would perhaps suggest that human beings are 
predisposed to perceive and/or generate pulsation, and that this tendency helps 
to determine the fact that a very large proportion of music, if not all, is at some 
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level organized around a pulse. According to this hypothesis, the apparent 
absence of pulse is all the more significant, even if interpreted as an auditory 
illusion caused by ‘the slow tempo and by the placing of pitches and melodic/ 
rhythmic events off the pulse rather than on it’. 

William Condon’s studies of the correlations between speech and body mo¬ 
tion suggest, moreover, that we may expect to find even more complex organiza¬ 
tion than that determined by a simple but concealed pulse. Basing his remarks 
on detailed and extensive sound-film analysis, he suggests that: ‘speech and body 
motion are precisely synchronized across multiple levels in the normal speaker, 
suggesting that they are the product of a unitary neuroelectric process. This 
speech/body motion hierarchical organization can also be interpreted as wave¬ 
like, since it exhibits characteristic periodicities’ (1985:131). 

These periodicities, which he speculates may be correlated to different species 
of brain waves, range from c. ^ sec. (the mean length of a phoneme) to around 1 
second (that of an utterance), arranged in a nested hierarchical order. ‘Meta¬ 
phorically, it is as if the [human] organism were constantly generating an 
integrated, multilevel wave hierarchy that behavior necessarily follows. All 
behavior appears to be integrated together as a function of a basic, organized 
rhythm hierarchy’ (1985:132). 

Condon has not demonstrated, of course, that such hierarchical organization 
need be perceptible in unmetred music. However, it may be worth pursuing a 
search for such organization, testing the hypothesis that dldp may be organized: 

{d) with reference to a pulse which is largely concealed, and which may 
moreover be somewhat intermittent or irregular. This (hypothetical) pulse is 
manifested during the cadential patterns at the end of development episodes; 
and/or 

{b) under the control of a hierarchical organization, whose nested levels 
extend from the vilambit alap section as a whole down to single episodes, to 
simple melodic gestures and perhaps to periodicities inherent in the ornamenta¬ 
tion of each note or gesture. 

If so, it should not be surprising if such rhythm is difficult to remember or to 
describe, given the important role played by metre in the cognition of rhythmic 
structure (see Eric Clarke 1987:233). This would also accord with Jeffrey 
Pressing’s intuition that music may exhibit organization intermediate between 
metrical and non-metrical—^in other words, without the clear sense of periodic 
organization but nevertheless exhibiting some degree of recurrence (1993: 111). 

Ideas concerning the importance of hierarchical time organization (in, for 
instance, speech and music) go back at least to K. S. Lashley (e.g. 1951), whose 
ideas have inspired later theories of James Martin (1972) and Mari Riess Jones 
(e.g. Jones and Yee 1993). Martin suggested that ‘sequences of sounds, speech or 
otherwise, that are rhythmic will possess hierarchic organization, that is, a 
coherent internal structure...’ (1972:488), and went on to hypothesize that 
rhythmic patterning, with its implicit hierarchical organization, facilitates an¬ 
ticipation—^which in turn facilitates ‘attention cycling’ between input (in our 
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case sound) and processing. Jones builds on this idea with her own theory of 
attentional periodicity, suggesting that a Ustener’s attention is in itself inherently 
periodic, and that these attentional rhythms 'synchronize with auditory events’: 
The primary attentional vehicle involves internal rhythms whose synchronous 
operations permit... allocations of attentional energy to parts of the environ¬ 
ment, thus subtly tethering a listener to his or her surroundings’ (1993:80). 

Jones is concerned primarily with time hierarchies and the synchronization of 
attentional periodicities to those of sound stimuli—^which has obvious sig¬ 
nificance for the cognition of metre. What, though, does this theory imply for 
apparently unmetred music? Jones’s theory of attentional periodicity would 
indicate that the Ustener is predisposed to synchronize internal periodicities to 
recurrent patterns in music: where this is not possible the musical stimulus will 
be harder to learn or remember. In the case of dldp the absence of metre is clearly 
a conscious choice—it may be that the significance of this choice is that by 
denying the listener anticipation (the latter may have an idea what is likely to 
happen, but not when) the soloist insists on concentration on the present 
stimulus. 

An example of instrumental dldp Although a thorough analysis of dldp, in all 
its manifestations and phases, is beyond the scope of this study, even a brief look 
at a single example should be enough to focus discussion of these issues, and to 
illustrate both the difficulties and possibilities of the study of dldp in rhythmic 
structure. The extract illustrated in Example 12 is taken from the beginning (it 
comprises roughly the first minute) of a performance of dldp in rdg bildskhdnf 
todf by the sarod player Amjad Ali Khan. The extract is typical of the early 
stages of dldp in that the music cannot be heard as metrical, nor even (so far as I 
know) as regularly pulsed. It seems to comprise a series of phrases (each 
comprising several notes or gestures) extending from the drone note Sa down 
to the flattened sixth degree (komal Dha) in the lower octave and up to the 
flattened third (komal Ga), both of which are important notes in this rdg. 
Almost every note or phrase is preceded by a short sharp stroke on the high 
punctuating strings {cikdri). While transcription of the melodic development 
presents few problems, the indication of rhythm seems to be an almost intract¬ 
able problem. 

I have arranged my Example 7.2 arotmd a waveform display of this extract, 
which is shown here with a horizontal time scale above. ^ Below the waveform I 
have transcribed the melody into sargam notation (s = 1, r =2b, g = 3b, m = 4, 
d = 6b, n = 7b), using an exclamation mark to indicate the cikdrT strokes. Below 
the sargam notation I have sketched dynamic outhnes for what I interpret 
as three phrases within this short extract: this interpretation is based on the 
idea that a return of the melody to Sa marks the end of a passage of rdg 

^ This display was generated in ProTooIs on a Macintosh computer: only one of the two stereo 
tracks is shown in order to save space. 
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development: the outlines were produced by tracing the peaks of each gesture 
over the three phrases. The outlines suggest to me that each phrase reaches a 
peak early on, gradually falling off towards the end: I believe that the modula¬ 
tion of dynamic level works together with the return to Sa to mark off phrases 
within the dldp. 

The vertical lines superimposed on Example 7.2 mark the extent of each note 
or note cluster, from the onset of one cikdrf stroke to that of the following cikdrT 
stroke. The bottom rows consist of timings of each of these time-spans, pro¬ 
duced by adding together the durations of the cikdrT stroke and the main note. 
What these seem to show is that the time-spans taken up by notes or gestures 
varies between 0.9 sec. and a fraction over 5 seconds. Moreover, shorter dur¬ 
ations seem to occur during periods of intense melodic activity, while the 
repeated Sa’s at the end of phrases extend from 3 up to 5 seconds—^although 
some of the melodic gestures too can extend up to and beyond 3 seconds, these 
tend to contain a considerable amount of melodic information, in contrast to the 
repeated Sa’s which convey very little. 

My interpretation of these figures is that they bear out the significance of the 
perceptual present, and its normal limit of 2-3 seconds. By separating the 
repeated Sa’s with durations of over 3 seconds, the artist ensures that any 
emerging sense of pulse or rhythmic organization built up in the melodic 
episodes is dissipated. The relatively long durations of the Sa’s also reinforces 
the division into phrases suggested by the melodic structure and dynamic 
modulation. Close listening to each melodic gesture reveals that in several cases 
some sense of pulse or oscillation may indeed be perceived within the gesture 
itself, yet the overall arrangement, dominated by clear strokes separated by 
irregular and long durations, means that the extract as a whole is extremely 
unlikely to be perceived as pulsed, and the soloist has in effect succeeded in 
directing most listeners’ attention to the melodic structure and detail. 

This leaves a few questions still to be asked, for instance concerning the 
perceptual role of the cdcdrT strokes. I perceive the cikdrT as a kind of 'upbeat’ 
preparing for the main stroke. In fact, in some sarod performances this cikdrT 
stroke can be felt (and counted) as the last beat of a four-beat pattern, although 
that is not the case in this extract: it may, however, be interpreted as an 'upbeat’ 
occurring within a very flexible period. 

The intriguing possibility remains, perhaps, that the artist himself may have a 
regular pulsation in mind which he is concealing, consciously or unconsciously, 
from the listener. Even if this were the case, however—as Widdess and Sanyal 
demonstrated for some dhrupad performance—I do not believe this would 
invalidate the points outlined above, but rather add an extra dimension to 
them. I would summarize these, inevitably tentative, findings, as follows: 

1. As the melodic development of dldp seems inevitably to be made up of a 
series of notes or gestures arranged into longer phrases or episodes, timing seems 
to play a role (alongside melodic information and dynamic modulation) in 
marking phrase boundaries. 
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2. Aldp seems to be organized on a number of temporal levels, from the 
division of the entire aldp into three major phases down to the sort of phrases 
investigated here (10-30 secs.), made up of individual notes, gestures, or events 
(1-5 secs.) each of which may comprise distinct phases and exhibit rhythmic 
oscillation at the micro-level. 

3. The 2-3 second extent of the perceptual present seems to match the normal 
extent of the gesture in slow dldp\ the use of longer durations at the end of 
phrases may be interpreted as a deliberate marking of boxmdaries and breaking 
up of any emergent pulse. 

4. While the possibihty remains that a fairly regular pulse underlies the 
production of this music, whether or not the performer is conscious of such a 
pulse, this does not alter the fact that such a pulse is extremely unlikely to be 
perceived in this kind of aldp, 

7.2.2 Jor: metred or unmetred? 

Since the identity of tdl with metre, and the consequent description of aldp as 
free rhythm, are rarely considered or questioned, yor (and its vocal equivalent, 
the madhya dldp of dhrupad) is—^perhaps rather carelessly—^grouped with ‘un¬ 
metred’ forms. In fact, all jor has a regular pulse, and most is organized around a 
simple 2,4, or 8-beat pattern: in effect, it has two pulse levels and therefore fulfils 
at least Lerdahl and JackendofFs basic conditions for metre. Of course jor of this 
kind cannot be said to have tdl, since it is not organized by any authorized metric 
cycle. Moreover, since it is not set to a tdl and usually not accompanied, the 
metre may be inconsistent. Beats may be dropped from or added to the binary 
scheme, the musician may change temporarily to a 3,5, or 7-beat pattern, or take 
a break in singing or playing without retaining the binary ‘metre’ in his mind. 
This irregularity is no more notable than in many other musics which are 
considered metrical, yet it is very irregular by the standards of tdl 

In some cases the metre of jor can become more elaborate. Some musicians 
take, for example, two 4-beat patterns to be one integral unit. This is true of 
sitarist Deepak Choudhury, who claims to keep such a structure in mind when 
playing jbr, and encourages his students to ‘count time’ for his jor, marking the 
4-beat patterns with an alternation of claps and waves {tali and khdlT), Several 
other modem musicians, including Pandit Ravi Shankar, have played jor in a 
strict 8-beat /a/-like pattern, accompanied by a pakhdvaj or a kharaj (bass) tabid: 
this is said to be a traditional practice.^ 

As in the case of slow dldp, a full consideration of this subject is beyond the 
scope of this study, but nevertheless a look at a brief episode (from the same 
performance by Amjad Ali Khan) should prove a useful exercise. The extract 
illustrated in Example 7.3 is from early in the jor phase of this performance. The 

^ Deepak Choudhury (personal communication). Some dhrupad singers also adopt this practice, 
while bln (stick zither) players sometimes have their pakhdvaj (barrel-drum) accompanist play the 12- 
mdtra cautdl during the jor section (Richard Widdess, personal communication). 
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extract is clearly based around a steady pulse, although the artist confuses this 
sense of pulsation occasionally by shifting his cikarT strokes from the 'ofF-beaf 
onto the pulse. I therefore transcribed it into simple rhythmic notation with 
melody indicated once again in sargam. 

J = 83MM 


(a) 

ijiffljjjjj] jjjj jjjj] «c. 

^ s?r r r r r gr g rss s ssd s ss s sssr rg-d d dddsr 

((-) ^ 

JJJJJJJlJtJ JJJJ] «=■ 

sr r r r r r\gr girss s ssd s ss s ss\sr d dddsr 

(c) 

^srrr rrrgr grss sss' 3 '-s ss ssssr rg-d d dddsr 
gggrg rsss sss^ sr r r gr grss sssd ssss ssssr 

rrrrrr"Jl!!!!l!‘3r rr rrTr d ! ! 1 ! !^ s -s rsrg.g gggr 
m-d I! rsss ssss ssss ssss 


^ miad (slide) 

^ gamak (shake) 

kmtan (hammer-on) 

! cikM 


Example 7.3 Amjad Ali Khan, jor in rag bilSskhSm todT, extract (Audio Example 4) 

In the first instance I was not conscious of any regular grouping of these 
pulses, and made a simple transcription as in Example 7.3a. I became conscious 
however that the doubling of certain strokes (e.g. the eighth beat of Ex. 7.3a) 
seemed in many cases to indicate upbeats (anacruses): this is, in fact, quite 
consistent with the practice of Hindustani music in other respects, where an 
increase in rhythmic density is often used to increase the sense of anacrusis and/ 
or cadence (Example 7.36). Taking each pair of quavers (or the first of each 
sequence) as an upbeat, it can be seen quite easily how this would be consistent 
with a 4-beat pattern, with the sole exception of the initial group. I therefore 
added bar-lines to indicate such a grouping, and found that such a scheme 
could readily be felt as a possible 4-beat metrical arrangement, as in Example 
7.3c (albeit not, perhaps, the only such possible). Intrigued by the possibility 
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I checked back from the beginning of this episode to the final cadence of the 
slow dldp, and found that a regular and uninterrupted 4-beat pattern could 
be counted from that point through to the end of this passage (despite an 
intervening period during which Amjad Ali Khan had to retune his instru¬ 
ment). 

This recognition of a 4-beat pattern is consistent with the accounts of many 
musicians and students of rag music, and I have no doubt that it is a significant 
factor in the organization of this episode, almost certainly consciously. (In fact, 
it may be that some higher, or lower level metrical organization is at work which 
I have not detected, such as a grouping of two fours to make an 8-beat metre.) 
This does not, however, alter the fact that the 4-beat pattern is not immediately 
obvious, at least on first listening. Again, there may be detectable reasons for 
this. A notable feature of this extract is that the melodic development seems to be 
padded out with a considerable amoimt of apparently redundant material, in the 
form of repeated notes (particularly Sa) and cifearf strokes. One effect of this is to 
emphasize the repeated note (in which sense it is not strictly speaking melodic- 
ally redundant). Another effect is to break up any sense of ‘4-ness’. Looking at 
the timings, the average duration of a pulse (notated here as a crotchet) is about 
0.73 seconds; the most common numbers of repetitions of the Sa are between 5 
and 7, giving durations of approximately 3.5 to 5 seconds, remarkably close to 
those encountered in the slow dldp when the same artist breaks up any emerging 
sense of pulse. It seems that the effect of the repeated Sa’s here may be similar, 
breaking up the sense of a 4-beat pattern and stopping it from taking hold in 
the listener’s mind. The disorientmg switch of the cikdrf stroke from 'off-beat’ 
onto the main beat and back onto the off-beat (in my Example 7.3c, line 3) surely 
has a similar effect, as does the syncopated pattern towards the end of the 
episode. 

What seems to be happening here is that Amjad Ali Khan is using a concealed 
metrical organization, rather as Ritwik Sanyal uses a concealed pulse (Widdess 
1994). The extract can be shown to be organized around a 4-beat metre (or at 
least, such a pattern seems to be a possible metrical interpretation; I would not 
present it with such confidence if it were not for the large body of anecdotal 
evidence that musicians do indeed use such implicit metrical patterns in perform¬ 
ingyor). Yet the metre is not at all obvious, and seems almost to be deliberately 
concealed from the listener. I would suggest that the significance of this finding 
goes beyond the rather limited question of whether or not jor is metrical, and 
suggests that we may in many other cases ask too narrow questions about metre. 
Perhaps in this, as in many other cases of music analysis (in Western music as 
well as in ethnomusicological studies), we should be less satisfied with the 
question 'What is the metre of this piece of music?’, and more prepared to ask 
‘How (and why) does this piece of music manipulate listeners’ disposition to 
recognize certain kinds of metrical patterns in music?’ The most obvious 
(although perhaps not the only) answer to the 'why’ question in this case may 
be that the listener’s attention should be focused on the melodic dimension of 
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alap (hence the breaking up of the sense of pulse); while in jor a sense of pulse 
and movement is added but the listener should not focus on metrical organiza¬ 
tion (hence the concealment of that organization). 


7.3 Bandis and development: metred (nibaddh) forms 

The bandis (composition) is the key to the nibaddh section of a rag performance. 
This fixed composition is generally stated as soon as the tdl is introduced, and a 
part of it is subsequently used as a refrain between episodes of improvised 
development; furthermore the development frequently employs, transforms, or 
builds on, material introduced in the bandis. Whatever follows the bandis^ in 
what may be termed the ‘development phase’, must be seen in the context of the 
concerns of the music tradition as a whole— rag exposition, rhythmic and 
textual development (or variation of stroke patterns in instrumental music)— 
and of the particular genre and style. 

What makes analysis of development phases particularly difficult is that in 
practice, techniques and processes are not always clearly distinguished. Tech¬ 
niques are often not clearly defined, nor are they always separated in perfor¬ 
mance, especially in the stylistically eclectic genre of khydl. Moreover, each 
ghardnd or individual style has distinct development techniques, as well as 
particular ways of describing them. The terms employed by one musician may 
adequately describe his own music, but remain inappropriate for that of another 
artist. The tradition as a whole is in fact rather heterogeneous, and extreme care 
needs to be taken in applying any terms universally. 

It is certainly possible to define a limited number of development techniques 
of importance in Hindustani music {bol bant, bol bando, tan, etc.), but in truth 
the stylistic diversity ensures that however they are defined, much music will defy 
categorization. In any North Indian music, a number of basic processes may 
continue simultaneously, such as rag development, text manipulation, acceler¬ 
ation, and other forms of intensification. These different processes may come 
together in particular definable combinations in particular contexts, but the mix 
of elements is immensely variable. My intention here and in Chapter 9 is to 
identify certain important parameters by which the music of any genre or style 
may be characterized in rhythmic analysis. 


7.3.1 Development techniques and their resolution into rhythmic 
parameters 

By resolving any improvised development into a number of rhythmic para¬ 
meters, we may avoid a great deal of terminological confusion. In terms of 
development techniques (and before considering rhythm as such), the principal 
variables will be as follows: 
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• Articulation: singers may use the composition text; dkar (or other vowels); 
or a variety of other syllables such as sargam, nom-tom and tardnd? 

• Text syllable (or instrumental stroke) usage: the usage of the text in devel¬ 
opment may involve either division and recombination of the text; expres¬ 
sion of the text using the melodic/rhythmic variation and ornamentation; or 
the use of text syllables as a vehicle for rdg development. In instrumental gat 
forms, strokes may be used in a number of ways, involving mainly either the 
imitation of any of the techniques of text use, or division and recombination 
according to the logic of tdl structure, melodic pattern or laykdrt 

• Rdg\ treatment may focus on repetition or embellishment of previously 
developed material, the introduction of new material, or the expansion of 
melodic range. 

Moving into the rhythmic domain as such, the basic parameters are: 

• Tdl md lay 

• Rhythmic style (on a continuum from syllabic to melismatic), and the mode 
of rhythmic organization (see Chapter 4). 

• Laykdrf (use of rhythmic variation techniques, see Chapter 10). 

These are some of the most important factors which may be identified in 
^o^i-bandis development. Certain logical combinations of these parameters are 
frequently observed: for instance, dhrupad bol bdnt may be described as a 
synthesis of (1) articulation using text only, (2) development of that text by 
division and recombination {bdnt), (3) repetition of previously developed me¬ 
lodic material, (4) the use of one of a limited number of tdls, typically cautdl, (5) 
moderate tempo, (6) syllabic rhythmic style, with a high degree of correlation 
between surface rhythm and tdl, and (7) the use of various idiomatic laykdrf 
techniques. 

In this case, the type of development is defined by the use of the text (bol bdnt 
= ‘distribution of the words’), but associations of lay, rhythmic style, and so on 
are assumed. The rhythmic parameters listed above are all more or less logically 
determined, in that they either establish a suitable environment for this type of 
text-based development process (e.g. the tempo), or are dependent on that 
process (the syllabic rhythmic style, and use of idiomatic laykdrf techniques). 

Several other techniques or processes are similarly defined—^by text use in 
particular—such as bol bando, bol dldp (introduction to the rdg, sung to the 
text syllables), or nom-tom dldp (ditto, sung to ‘nom-tom^ syllables). Other types 
of development are defined by their rhythmic aspect, for example ton (fast, 
virtuosic run^). In each of these cases, association with other parameters is 
less fixed than in the case of dhrupad bol bdnt, and one finds considerable 

^ Akdr is the use of the vowel ‘a’; sargam are solfege syllables (Sa, Re, Ga, Ma, Pa, Dha, Ni); nom- 
tom are particular syllables used in dldp (ta, na, re, num etc.); tardnd is a vocal genre using particular 
non-lexical syllables (ta, dere, dun, na, etc.). 

• From an ancient musical term referring to pentatonic and hexatonic derivatives of seven-note 
scales; see Rowell 1992:160-2. The closest modem HindT word is tdnnd, ‘to stretch, to spread’ 
(Chaturvedi and Tiwari 1986:285). 
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overlaps between the surface rhythm produced by different types of develop¬ 
ment technique. 

7.3.2 Performance processes 

Episodic organization of development One principle shared by performers of 
the various genres is the episodic organization of performance. In virtually all 
North Indian music, all or part of the fixed composition is used as a refrain, 
between passages of improvised development. In some genres, especially instru¬ 
mental gats^ these refrains accompany percussion solos. 

Thus the statement of the bandis is followed by an episode of improvised 
development, then a refrain comprising part of the bandis, then more develop¬ 
ment, the refrain again and so on;^ this is true regardless of the genre, style or 
type of development employed. This structure may be illustrated schematically 
as in Example 7.4. This episodic structure is a key concept in the rhythmic 
organization of North Indian music; it is associated with the extemporary nature 
of the performance process, and is a constant factor, no matter how various the 
contents of development episodes may be. 

_de v't_de v't_ 

bandit ref ref 


dev't = development 
ref = refrain 

Example 7.4 An illustration of the episodic organization of HindustM music 
performance 

Acceleration Another principle common to most North Indian music is a 
tendency to increase the lay, which can be regarded as an aspect of the more 
general tendency to intensification in North Indian rag performance. If episodic 
organization is the key to local level structure, then acceleration is the most 
obvious factor which creates a sense of progression in the performance as a whole. 
This acceleration may occur in the metric tempo, rh)^hmic density, or both. It is a 
tendency which reaffirms the primacy of process over structure in Indian music: 
without it, we might expect a balance between acceleration and deceleration, 
and between increase and decrease in dynamic level, as in Western art music. 
Acceleration is the key to one of the principal processes in Indian music—the 
transition from unmetred or loosely metred, melismatic, and slow tempo melodic 
development to metred, syllabic, and fast tempo rhythmic development.^^ 

^ What I have termed ‘episodes (of improvised development)’ and ‘refrains’, Wade refers to as 
‘events’ between ‘demarcation points’ (1984^: 40-1). 

Cf Wade’s ‘multifaceted progression’ (1984^:41). She raises several of the issues discussed 
in this chapter, episodic organization (although she uses different terms for the same concept), 
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The various development techniques used in North Indian music tend to be 
ordered by this general rule of increasing lay. Thus dldp will generally precede 
bol bdnty which will precede tans. Rules of this kind are not universally adhered 
to, and indeed several very distinguished singers have been famous for their lack 
of such logical organization (vyavasthd).^^ Nevertheless, such ‘good organiza¬ 
tion’ is widely regarded as a desirable attribute. Issues of technique and style, as 
well as those of structure and form, are thus inseparable from those of process: 
performance process is the key to imderstanding large-scale structure, as it is to 
understanding local level rhythm. 

These ideas—of the place of the bandis, the use of various development 
techniques (and the possibility of resolving them in analysis into rhythmic para¬ 
meters), episodic structure and acceleration—^are illustrated in Examples 7.5 and 
7.6 in formal schemes taken from actual performances in two different genres of 
North Indian music. The first (Example 7.5) is taken from a dhrupad perform¬ 
ance,^^ the second (Example 7.6) a khydl;^^ they illustrate the performances’ 

bandit _ bolbapt ___ban. 

sth. ant sail. abh. (sth. text) _ (ant text) (ant) 

-0.—■ B ■ " ^ B B '' 0 

el e2 c3 e4 e5 e6 c7 e8 


/ayratio l 


2:1 2:1.4:1 4:1 

« » 


j 



cycle 


sth. 

stMyi abh. 

abhog 

ant 

antm ■■■ 

bandid 

sail 

saScm 

mukhra 


Example 7.5 The formal scheme of a dhrupad performance by the Dagar Brothers 

progression (including acceleration) and the variety of development techniques (and the interrela¬ 
tionships of these factors). 

See, for instance, Deshpande’s discussion of Bade Ghulam Ali Khan’s singing style 
(1987:56-8). 

By the Dagar Brothers, of rag jaijaivanti in cautdl. 

By Veena Sahasrabuddhe, of rag m in riipak tdl. 
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bandit: stha^ 

ant. 

ant. 

aJap 

_ alap 

tan/habt 

3. bol- 

akar akar 

s. a. b. s. Skir 



bS^ 

el e2 e3 

e4 e5 

e7 e8 e9 elO el3 


lay ratio 

3*2 

2 6 4 2 3 4 



cycle 


s. 

sargam (tans) 

ant. 

antara 

a. 

akar (alap/Ums) 

■■■ 

bandit 

b. 

bol (tan) 


mukhra 


Example 7.6 The formal scheme of a khydl performance by Veena Sahasrabuddhe 

episodic structure, lay ratio, and tempo (and hence acceleration). At the bottom 
in each case is a chart of tempo against cycle (roughly speaking tempo 
against time), which shows how the dhrupad gradually accelerates from 50 
MM to a Uttle over 70 MM, while the khydl remains relatively stable apart 
from one clearly intentional acceleration around cycle 80 (Example 7.6). Above 
the tempo chart I have indicated the lay ratio (ratio of density to tempo) 
for those parts of the performance for which this is clearly defined (the whole 
of the improvisation in the case of the dhrupad; the latter part only in the 
khydl). 

The diagrams in the upper part of these Examples indicate the formal organ¬ 
ization of the performances: in the case of the dhrupad a statement of the 4- 
section composition is followed by bol bdnt improvised on the text of first the 
sthdyT (episodes 1 to 3) and then the antard (episodes 4 to 8); in the khydl the 
sthdyi only is stated at the beginning, the first 5 episodes feature a combination 
of different kinds of dldp, with two statements of the composition’s antara 
towards the end; episodes 6 to 13 feature a wide variety of different techniques 
performed at different lay ratios. Although these two performances differ in 
many respects, the key concepts outlined above—the 'bandis + development’ 
pattern, episodic structure and acceleration—are illustrated clearly in both 
cases. The dhrupad (Ex. 7.5) is more simply and clearly organized, since 
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only one development technique is employed in the metered section. The 
relationship between tempo variation and performance process should be clear 
in both cases. 

7.3.3 The percussion accompaniment 

All nibaddh music is accompanied by drums: dhrupad, dhamar, and sadrd by the 
barrel drum pakhdvaj, and all other genres by the drum pair tabid. This accom¬ 
paniment plays a crucial role in the rh)^hmic organization of modem North 
Indian music, in that it can articulate the metrical framework which forms one 
level of this stmcture. (The drum pattern should not however be confused with 
that metrical framework, which is essentially a conceptual constmct.) The drum 
accompaniment is not only an essential element of rhythmic organization in 
nibaddh forms, it may also influence surface rhythm, and must therefore be taken 
into consideration in several contexts. There are a number of styles of accom¬ 
paniment however, and the mode of accompaniment may have an important 
influence on the rhythmic patterns produced by the soloist. The principal modes 
of accompaniment are the following; 

• Accompaniment by thekd: the drummer plays a version of the taf s thekd 
(i.e. a pattern similar to those listed in Example 5.1, but elaborated to varying 
degrees depending largely on the tempo), and does so with little or no variation 
between cycles. In this case the soloist may rely on the drummer for audible cues 
to keep him in time; at medium and fast tempi the use of a repeated thekd 
enhances the accentual pattern of the tdl structure, and the theka's accentual 
pattern may directly influence surface rhythm. 

This type of accompaniment is the most common for khydl and thumrf 
performance, but may be heard at some point in most performances, in all 
genres. In some cases, particularly where the thekd accompaniment is being 
used in instrumental gat forms, the tabid player bases his accompaniment on 
the thekd, but varies the bol pattern noticeably between cycles, and interpolates 
new material (for example, repeating the soloist’s rhythmic phrases or variations 
thereon) into the basic pattern. 

• Sdth sahgat: the accompanist departs from the thekd, and plays sdth sahgat 
(‘synchronized accompaniment’) in which he imitates the rhythm of the soloist 
with a minimal time delay, occasionally even anticipating him. This type of 
accompaniment is particularly important in dhrupad-dhamdr, and is therefore 
associated with the pakhdvaj. It is also known as larant (‘fighting’, see Kippen 
1988:102 and Bhowmick 1975:39). 

• Accompaniment with drum solo: the drummer plays virtuosic pieces, either 
drawn from the solo repertoire (e.g. the pakhdvaf^ 'parans^) or improvised. This 
type of accompaniment is especially popular in dhrupad-dhamdr, where parans 
are often played to accompany all or part of the statement of the bandis. In 
instrumental gats, tabid solos (usually accompanied by the first line of the gaf) 
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are interpolated between episodes of melodic improvisation;^"^ brief tabid solos 
are also heard occasionally in chotd khydl 
In the case of thekd accompaniment, the accentual pattern of the drum line 
may influence the surface rhythm. This is not the case with other types of 
accompaniment, which tend to favour the quantitative aspect of rhythmic organ¬ 
ization, and features of syllabic rhythmic style such as laykdrT, Thus the type of 
accompaniment affects rhythmic style and mode of rhythmic organization. 

This style of accompaniment was popularized in instrumental music by Ravi Shankar in 
particular (see Kippen 1988:104). 
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The bandis 


8.1 The place and importance of the bandis 

The fixed composition, called either bandis or cfz in vocal genres and either 
bandis or gat in instrumental genres,^ holds a position of central importance 
in North Indian rag performance. The vocal bandis is essentially a song—^a 
text set to rag and td/—which exists both as a piece of music in its own right, 
and as the basis of further musical development. In instrumental music the 
composition is either an imitation or adaptation of such a vocal bandis, or a 
piece based instead on idiomatic stroke patterns, in which case it is called a gat 
(the term bandis is used in the discussion which follows to cover all kinds of 
compositions). 

The bandis may be studied in terms both of its own structural parameters, and 
also of the material which it provides for development. Since the material of the 
bandis acts as the basis of subsequent development, study of the structural 
parameters of bandises effectively gives an indication of the rhythmic organiza¬ 
tion and style of the performance as a whole. 

The usually opens the nibaddh stage of the performance; sometimes the 
complete bandis is stated at this point, although one or more sections may be 
reserved until later (for instance the antard, generally the second section, featur¬ 
ing a melodic movement into the upper tetrachord, is often not sung or played 
until the upper Sa has been established in the vistdr portion of a khydl or vilambit 
gat). In some styles all or part of the bandis may also be repeated towards the end 
of the performance. Moreover, either all or part of the first section {sthdyT) is 
used as a refrain between episodes of improvised development (the first fine of 
the antard is also sometimes used in this way). 

The bandis may itself constitute a large part of the performance: moreover it is 
used as the basis of much improvised development. Rhythmically, its structure 
(and the variability of that structure) give important clues as to the rhythmic 
style of the performance, and of the genre to which it belongs. 

The principal structural parameters of the bandis which I will consider are the 
following: 

• tdl and lay. 

• length: the number of sections and lines. 


’ In instrumental music, 'bandis' is used especially for adaptations of vocal compositions. 
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• melodic rhythm: its correlation with the tdl structure (commetric and con- 
trametric patterns, the use of syncopation and of the mukhrd or anacrusis); 
and the influence of verse metre. 

• variability of the bandis. 

Of these factors, tdl and lay are easily determined in each case; the rest of this 
chapter is concerned with the other parameters in turn. 


8.1.1 The length of the bandis 

There is considerable variability in bandis length. Bandises are composed of 
between two and four sections (dhdtu, ang) of which at least two are usually 
performed, named sthdyT and antard.^ The sthdyi is the first section, using the 
first line of text: all or part of the sthdyT is used as a refrain between episodes of 
development. The antard is often the second (and contrasting) section, and 
generally has a higher melodic range than the sthdyT. All or part of the antard 
may also be used as a refrain in some circumstances, especially where improvised 
development is based on the antard text or is concentrated in the upper end of the 
melodic range. Many compositions use only these two sections, sthdyT and 
antard, although in some cases additional sections are included. 

Dhrupad bandises generally consist of a total of four sections or dhdtus, called 
sthdyi antard, sancdrT, and dbhog, although often in practice only the first two of 
these are sung. Another type of extension is found in instrumental gat forms 
in particular, where an extra section may be interpolated between sthdyT and 
antard, often of lower tessitura, called mafijhd? In thumrT bandises, middle 
sections (where present) are called madhya (madhya is in fact synonymous with 
manjhd, meaning ‘middle’)."^ 

This gives three basic patterns, as follows: 

• sthdyT^antard: most genres 

• sthdyT-antard-sancdrT-dbhog: dhrupad, sddrd only 

• sthdyT-manjhdlmadhya^antard: instrumental gat, thumrT only 

Each section may consist of one or two text lines (and exceptionally more), 
and extend to between one and four tdl cycles in all (in short tdl cycles, one text 

^ In fact, since antara sections are sometimes not performed, or are rhythmically indistinguishable 
from the improvisation which precedes and follows (especially in khyal and vilambit gat perform¬ 
ance), the compositions may in such circumstances fairly be termed single section bandises. Sthdyt = 
lit. ‘permanent, constant’, antara = lit. ‘intermediate’. 

^ Dick points out that early (i.e. early 19th-cent.) razdkhdni gats consisted of two sections 
corresponding to the modem sthdyT-mafijhd, not sthdyT-antara, and that the addition of the antard 
is probably due to the influence of vocal forms; he also suggests masTtkhdnTgats' manjhd lines may 
be created by ‘triple repetition of the first sub-bar’ of the sthdyf (1984:394). Hamilton claims that the 
manjhd is effectively the renamed second line of the sthdyim masXtkhdm gats (1989:76). Similarly the 
dhrupadsancdri and dbhog were originally one section, named simply dbhog (see Widdess 198 la: 163; 
Srivastav 1980:49); in fact they are still usually performed without intermption, effectively as 
one long section. 

See Manuel (1989:105). 
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line may cover two cycles; otherwise generally one line occupies one cycle). 
Sections tend to be longer in dhrupad bandises, although sections of two or 
more lines are also encountered in khydl and other genres. To give an impression 
of the variability of these parameters, Table 8.1 compares data from 10 perform¬ 
ances in a variety of genres. 

These figures are based on particular performances, and I will therefore 
not generalize too much from the precise numbers. Each is nonetheless typical 
of its genre to a degree, and in this respect they illustrate some of the points 
made above. The longest bandises are those used in the dhrupad and sadra 
examples (the latter is effectively in 'dhrupad^ style); not surprisingly therefore 
the statement of the bandis takes up a greater proportion of the performance in 
dhrupad^ dhamar, and sadra than in any other genre. Overall the text was 
employed for the highest proportion of the performance in these genres and in 
the thumri, and for the lowest proportion of time in the bard khydl These are 
some of the clearest differences between the genres, expressed in a quantified 
manner. 


Table 8.1 A comparison of the length and proportion of total performance of the 
bandis, in a sample of ten recordings of various HindustanT genres 


bandis length 


artist 

genre/form tdl 

lay (MM) no. of 
sections 

no. of 
lines 

no. of % of 
cycles perf. 

Dagar Brothers 

dhrupad 

cautdl 

49-79 

4 

12 

12 

40 + 60" 

Bidur Mallik 

dhamar 

dhamdr 

60-80 

2 

4 

5t 

40 + 60* 

K. G. Ginde 

sadra 

jhaptdl 

90-104 

4 

16 

16 

50+50* 

Pandit Jasraj 

bard khydl 

ektdl 

10.7-11.8 

2 

2 

2 

8 

Veena 

Sahasrabuddhe 

khydl 

rupak 

83-108 

2 

4 

8^ 

15 

Bhimsen Joshi 

chotd khydl 

drut tintdl 

258-302 

2 

4 

4 

30 

Munawar Ali 
Khan 

thumri 

pahjdbT 

tfntdl 

118-130 

2 

4 

4 

80^ 

Ravi Shankar 

masftkhdnf 
gat (sitdr) 

vilambit 

tfntdl 

46-81 

3 

3 

3 

15 

Nikhil Banerjee 

madhya lay 
gat (sitdr) 

jhaptdl 

113-165 

2 

2 

2 

4 

Amjad Ali 

Khan 

razdkhdm 
gat (sarod) 

drut 

tintdl 


2 

5 

5 

11 


* the first figure refers to bandis statement, and the remainder bol bant using the bandis text, 
t In this performance the second text line covers two cycles, and all others only one cycle. 

X This rupak tdl khydl performance is the only one of this sample in which each line covers two 
cycles. 

§ Including 
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8.2 Rhythmic structure of vocal bandises 


It is usually possible to determine the rhythmic structure of a bandis, based on 
the grouping implicit in the melodic rhythm, and on the distribution of text 
syllables and words. (This may vary somewhat from line to line, and section to 
section, but for the purposes of the present discussion I will concentrate on first 
lines, since these are by far the most significant in terms of the performance as a 
whole.) This structure may be derived entirely from the tdl structure and div¬ 
isions (so, for example, a jhaptdl bandis may have its melodic rhythm grouped 
according to the 2 -h 3 + 2 + 3 division of the tdl)^ This is not necessarily the case, 
however, either because the melodic rhythm runs contrary to the tdl divisions, or 
because a portion of the bandis called the mukhrd precedes the sam, forming 
an anacrusis.^ 

Contrametric bandis structures—those in which the melodic rhythm forms a 
syncopated rhythm against the tdl divisions—are particularly common in dhru- 
pad. In the majority of cautdl bandises, the melodic rhythm falls into four groups 
of three mdtrds each, often (but not necessarily) with word breaks between each 
of these groups.^ Example 8.1 is an illustration of such a rhythmic pattern in a 
dhrupad bandis as sung by the younger Dagar Brothers in rdg jaijaivantl Dhamdr 
bandises typically fall into groups of4-|-3 + 4 + 3 mdtrds, with the first group of 
4 mdtrds functioning as an anacrusis {mukhrd). Example 8.2 illustrates the first 
line of a bandis of this type, as sung by Bidur Mallik in rdg jaijaivantl. 


J = 49+MM 

cautH: 12 matras, 2+2+2+2+2+2 




mu- ra- li- ya- (a)— kai- se ba- je mu- 


melodic phrasing 


word breaks ^ 



j 


j 


text: muraliya kaise baje 

Example 8.1 The rhythmic structure of the first line of a dhrupad bandis, as sung by the 
Dagar Brothers in rdg jaijaivantl, cautdl (Audio Example 5) 

^ The mukhrd may be defined either as the anacrusis, or as the anacrusis plus sam. The former is 
more common in instrumental music, the latter in vocal performance. 

^ See below; also Widdess (1981fl: 137). 
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melodic phrasing 



word breaks 
4 


text: khelata hori braja ki gori 

Example 8.2 The rhythmic structure of the first line of a dhamar bandis, as sung by 
Bidur Mallik in rag jaijaivanti, dhamar tdl (Audio Example 6) 

J = 260-300MM 
OntiQ: 16 4+4+4+4 

1.3 , X ,2 .0 



text: catura sughara balamva (balamva) 

Example 8.3 The rhythmic structure of the first line of a chofd khyal bandis, as sung by 
Bhimsen Joshi in rag durga, tlntdl (Audio Example 7 features this line sung several times 
with small variations) 

The use of a mukhra is in fact common in most genres, and particularly so in 
khydl^ Example 8.3 illustrates the first line of a simple chotd khydl bandis, 
performed by Bhimsen Joshi in rag durga. There are several differences between 

^ Khydl bandises which do not have a mukhra as such, use the whole first line as a refrain. 
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this example and the dhrupad and dhamar bandises illustrated in Examples 8.1 
and 8.2. For instance, the word breaks in this case appear to play no role in 
determining or supporting rhythmic structure; the text syllables are also more 
unevenly distributed, and hence the rhythmic style is less syllabic. The structure 
falls into two halves; the first half, comprising the mukhrd plus the long note on 
sam, being balanced by the second half (mdtrds 5-11). The central pillar of the 
bandis is therefore the mukhrd, and the remeuning structure is worked around 
this—something typical of many, perhaps most, chotd khydls. 

Example 8.4 illustrates three of many other possible rhythmic structures of 
chotd khydl bandises in tmtdl. Of these three {a) has a shorter mukhrd, of only 3 

tintal: 16 matras, 4+4+4-t*4 

(a) 

J=170MM 

_^^_lQ_^3_ 

l4 75 MW 2 3 4 >5 6 7 8 *9 W Vi 12 ^75 

J J J iJ-J J iJ-J J i ^ J J | L - 

Ian- ga- ra kan- ka- ri- ya ji na ma- ro— 

mukhra 

■ _I 

(b) 

J = 237MM 

10_J_ X _l2_I 

9 id n (2 T3 M is isw 2 5 4 ^s 3 7 a 

J J J J iJ J J J. J. J— J- 

pi- ya bi- na ji- ya- da ni- ka- so ja da 

mukhra 

t • — ■ 

(c) 

J = 200MM 


0 ,3 ,X 

_ _ ™ T; J- 

_|2_ 1 

3 4 '5 6 7 8 

nTirjT:it.7T:j j iJ. 

— J ij J J i 


a- o— a— a- o a- o ba- la- ma 


mukhra 

I_’ — » 


Example 8.4 Three chotd khydl bandises in tintdl {sthdyi only) (These extracts can be 
heard as Audio Examples 8, 9, and 10 respectively) 
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mdtras (for a number of variants of this line, see Example 8.23 below); {b) begins 
from the mid-point of the cycle (khdli), giving an S-mdtrd mukhrd; and (c) 
also begins from khdlT, but incorporates a tdnAike melisma on the word 'ao’ 
(come!). Chotd khydls may then come in a variety of forms, and performers are 
free to experiment with new variants: it would be fair to say, however, that a 
construction with a Sumatra mukhrd (such as that illustrated in Example 8.3) is 
particularly common. 

The importance of the mukhrd evident in these chotd khydl bandises is even 
more noticeable in slow tempo khydls. Example 8.5, from a recording by Malik- 
aijun Mansur in rdg yemenf bildval, shows how in bard khydls, considerable 
melismatic embellishment is incorporated into mw^Ara-based structures showing 
an underlying similarity to those of many chotd khydls. In comparing this 
example with those in Examples 8.3 and 8.4 we can see how the mukhrd (and 
in some cases the phrase immediately preceding the mukhrd proper) is particu¬ 
larly dense in text syllables, while the sense of repose on the sam is marked by a 
longer note (with or without melisma). 

These few examples have illustrated something of the variety of bandis struc¬ 
tures in the principal vocal forms. The most important rhythmic parameters are 
melodic grouping and text distribution, the relationship of the bandis rhythm to 
tdl structure, the use or absence of a mukhrd, and the rhythmic style. There 
appear to be a number of more or less clear correlations between different 
structural features and wider rhythmic parameters. On the one hand, genres 
which favour more syllabic, rhythm-oriented styles tend to use bandises which 
take up a greater part of the performance, and which have a clearly defined 
rhythmic structure and relatively even text distribution. More melismatic styles, 
on the other hand, favour bandises of fewer lines and sections, whose text is 
relatively concentrated in the mukhrd. 

Other features such as the use of ?< 2 /-derived as opposed to contrametric rhyth¬ 
mic patterns, and the employment of the mukhrd, are not so easy to tie in with these 
features. Unquestionably contrametric structures (as opposed to /a/-derived 
structures distorted by syncopation and rubato) are indicative of rhythmically 
focused, syllabic music, yet they are not an essential component of the same (while 
cautdl dhrupad bandises are often set as an apparently contreunetric 3 3 3 3, as 
above, a grouping of 4422 which does not overlap the tdl divisions is also 
possible, particularly in 'dhrupad' bandises played on the bin). The mukhrd is an 
essential feature of vilambit khydls, where it has a key role in performance practice: 
in many other genres it is optional, but it remains a common feature in most. The 
common use of the mukhrd (anacrusis) is not surprising, given the widespread 
preference for iambic, anacrustic, and cadential features in Indian rhythm. 

8.2.1 Verse metre and text distribution 

Bandis texts are generally composed in either modem standard Hindi (Kharl 
Boll), or one of the literary ‘dialects’ (such as Braj Bhasa and AvadhI); a few 





rhe rhythmic structure of the first line of a bar a khyal bandis, as sung by Malikaijun Mansur in rag yemer 
11 features this line; note that the first mukhrd, sung before the entry of the tabid, is somewhat extended) 
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compositions may also be encountered in modem Indian languages other than 
Hindi, and even in Sanskrit. Prosody in Indian languages is a vast topic, but in 
general we may say that verse metres can be based on the quantity and/or the 
arrangement of syllables. Each text syllable (aksara) is classified as either laghu 
(‘short, light’) or guru (long, heavy’),^ and verse metres are defined either (i) 
according to the arrangement of laghu and guru aksaras, or (ii) according to the 
total number of aksaras, or (iii) according to the sum total of the metric 
quantities of the aksaras in each line. In the latter case, a laghu aksara counts 
as 1 mdtrd, and a guru as 2 mdtrds. Scansion is usually reckoned in groups of 
syllables called gam (‘foot’).^ A variety of verse metres may be encountered m 
bandis texts, although in many cases the metre is imperfectly realized (due 
perhaps to inaccuracies in transmission). In fact many bandis texts, probably 
the majority, are not recognizably set in any verse metre. 

In Rupert Snell’s study of musical settings of devotional Braj Bhasa texts and 
their performance, he found that ‘The metres of the CP [CaurasT Pada] for the 
most part show a close correlation to tala structure’ (1983:354), and his work 
illustrates this relationship with examples transcribed from performance (1983, 
1991^z). Although the temple tradition studied by Snell lies outside the range of 
my work, it is nonetheless relevant here since it is closely related to the classical 
dhrupad-dhamar style, and indeed many of the devotional texts may be heard in 
both contexts. Moreover, parallels may be found between the ways in which text 
is set in these two types of music. 

Snell transcribes a text in the vimya metre (12 +12+12 + 8 mdtrds), sung in 
the 12 mdtrd cautdl. The first line is sung in the rhythm illustrated in Example 
8.6. In effect, each long syllable (guru, marked —) occupies two mdtrds of the tdl 
cycle, and each short syllable {laghu, marked w) one mdtrd; the correlation of 
verse metre to tdl could not be more exact. Not all cautdl dhrupads are composed 
in this metre—^many others are described as ghandksart in which all syllables are 
pronounced ‘short’, and lines typically comprise 16+15 syllables arranged 8/8// 
8/7//, and others still are free verse ""pads’ ^ ^—^yet some of the features of this piece 
are nevertheless observable. For instance the dhrupad transcribed in Example 8.1 
above shows one important similarity with the piece in Example 8.6, in that the 
melodic rhythm falls into groups of 3 mdtrds, and in 3 out of the 4 groups no 
syllable falls on the second mdtrd of the group. 

The dhrupad bandis whose first Une is transcribed in Example 8.7 does not 
share the metre of Snell’s Caurdsi Pada text (Example 8.6), and the correlation of 

* In general, syllables containing the vowels d, T, u, e, ai, o, or au are considered long (guni). Those 
containing the remaining vowels {a, /, m, r) are short (laghu) unless followed by a conjunct consonant 
(kt, sp, tr, etc.), anusvara (nasalization representing in effect a conjunct consonant, i.e. nj, nt, etc.), or 
visarga (h) (Snell 19916:19). 

^ See Snell (1983:369, 377; 19916:20 ff.) and Chandola (1988:81). 

Cf. Delvoye: ‘most of the dhrupadas available in printed editions have a rather loose metrical 
structure’ (1983:90). See also Snell (1983:376). 

A pad is a ‘hymn’; the term is often used to describe verses of loose metrical structure. 

Cf. Widdess (1993). 
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melodic phrasing 


3 3 3 3 



text: calahi radhike sujwa 


w laghu (short) - 1 matrS 
— guru (long) = 2 matras 


Example 8.6 An illustration of the correlation of melodic rhythm and verse metre; 
from a dhrupad performance 


j = 494-MM 

cautal: 12 matras, 2+2+2+2+2+2 


. 0 » 2_.0 .3 



mu* ra- li- ya- (a)— kai- se ba- je mu- 


metrical quantity 

WWW— — — — — 

Example 8.7 An illustration of the lack of correlation of melodic rhythm and verse 
metre; from a dhrupad performance (cf. Ex. 8,1) 

text syllable quantity with musical duration is not nearly as simple.^^ (Actually, 
metrical quantity appears to be irrelevant here, as this is an ghandksarf 

Une; the second half of the line nonetheless mimics the typical guru-laghu ar¬ 
rangement referred to above.) The preference for (2 -h 1) x 4 groupings in cautal 
settings of dhrupad texts— as exemplified here—may, however, be an instance of 
indirect influence of verse metre on musical rhythm (either the vinaya metre 

For examples of dhrupad texts which are based on guru-laghu groups see the first line of the 
bandis transcribed in Widdess (1981a: 174), or that discussed by Chandola (1988:56-7). 
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above, or others based for example on repetition of guru-laghu groups; see Snell 
199 li: 26-7), In other words, the melodic grouping determined by a typical verse 
metre (Example 8.6) is imitated even in the case of texts not set in that metre. 

A somewhat different situation is illustrated in the dhamar bandis whose first 
line is transcribed in Example 8.2. In this case the text is composed in a regular 
metre, but this metre does not correspond to the tdl Each line of text consists of 
16 mdtrds, yet the text is set in the 14 mdtrd dhamar tdl In the first line (Exeunple 
8.8), the metre has been accommodated within the typical dhamar bandis pattern 
of 4 +3+ 4 +3, with the first group constituting a mukhrd (as in the cautdl 
examples above, the groups of three are split 2+1 with no syllable falling on 
the 2nd mdtrd of the group). The text syllable to tdl correlation is as close as 
could be accomplished in setting a \6-mdtrd verse metre in a \A-mdtrd tdl}^ 

J=: 60 +MM 

dhanaSr til: 14 matras, 5+2+344 

L3_lX_ I 2 . 0 _^ 

7/ 12 13 M n 2 3 4 5 ^ 7 * 8 9 W 

j j , j n _j j n, j 

khe- la- ta— ho- ri— bra- ja ki- go- ri— khe- 

metrical quantity: total 16 matras 

Example 8.8 An illustration of the setting of a l6-mdtrd text line in dhamar tdl 

These examples illustrate that in the syllabic settings of dhrupad and dhamdr 
texts, some influence of poetic metre may be identified, albeit generally without a 
one-to-one correlation between text syllable length and musical duration. This 
influence is less than that observed in the temple tradition described by Snell, 
and may be indicative of the fact that in classical music the demands of musical 
structure override poetic considerations, whereas in temple singing the music is 
regarded primarily as a vehicle for expression of the text. 

In other vocal genres such as khydl and thumri, the musical considerations are 
yet more dominant, and the influence of verse metre is in most cases negligible. 
This is evident in the chotd khydl transcribed above in Example 8.3. In this 
example the text syllables are concentrated in the 5-mdtrd mukhrd. The verse is 
free of metrical restrictions, and the musical setting is not determined by syllabic 
quantity; the syllable of longest duration is the metrically short Va’ which falls 
on sam (see Example 8.9). 


Chaudhary also discusses the phenomenon of either using 3-syllable groups {trikald) or extend¬ 
ing syllables (karsana) to produce long + short patterns in dhrupad bandises (1997:425-6). She 
speculates that it may have originated in order to make tigun laykdrt (rhythmic variations in triple 
speed) easier; whether or not this is part of the cause, it is certainly an effect. 

This phenomenon is also noted by Chaudhary (1997:432-3). 
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J = 260-300 MM 

tintSl: 16 mStrSs, 4+4+4+4 

1 3 . . . , 

X 

, 2 

1 0 

12 J 13 14 15 16 ' 

J 1 J -J J J- -1 

12 3 4 

'5 6 7 8 

^ J. . .n ji- 

' 9 10 11 12 

1 J- J) 





ca - tu - ra su - gha > 

ra 

ba - iam— 

va ca 


, mukhrS _^ 

metrical quantity 

wwwwww _ w _ w 


text: catura sughara balamva (balamva) 

Example 8.9 An illustration of the setting of a metrically free khydl bandis 

Overall then, verse metre is not a major factor in determining the melodic 
rhythm of bandises in most genres. This lack of correlation between verse metre 
and tdl in most khydl bandises is confirmed by the fact that the same text may 
often be set in more than one tdl (see for instance Wade 1984^z: 14, 24 ff., and 
with respect to thumris Manuel 1989:109-10). Some such influence may none¬ 
theless be discerned in the settings of texts in music of syllabic rhythmic style, 
particularly dhrupad-dhamdr. Another fact noticeable here is that breaks in 
melodic rhythm do not always correspond with word breaks. This suggests 
that the text is often made to fit an essentially predetermined melodic rhythm, 
rather than the melodic rhythm being derived from the metre. In khydl the 
distribution of text syllables over the cycle is a significant factor; the concentra¬ 
tion of text in the mukhrd in Example 8.9 is typical of the genre, and is also 
observable—on a grander scale—^in the bard khydl illustrated in Example 8.5. 


8.3 Rhythmic structure in instrumental gats 

Instrumental compositions may be imitations or adaptations of vocal bandises 
(and this applies particularly to the repertoires of blown or bowed instruments 
such as the bdnsuri and sdrahgi), or else idiomatic pieces based on stroke 
patterns, called gats. Most sitdr and sarod compositions may be classified as 
gats; in these pieces the stroke pattern is assigned a role analogous to the text of 
the vocal bandis. Although there are only two main strokes or bols (da, the 
inward stroke on a sitdr or the downward on a sarod; and ra, the outward or 
upward stroke), the patterns actually played (and recited) can be surprisingly 
complex. (The combined syllable diri (dir) is used to represent da followed by ra, 
usually at a faster speed than that prevailing for the single da or ra strokes; the 
same combination played so fast that the first sounds like an ornament to the 
second is spoken ‘dra’, and ‘dotted’ rhythms tend to come out as ‘da -r’. 
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Most instrumental gats feature mukhrds, and distribute the bob fairly evenly 
over the tdl cycle. The structures are therefore similar in principle to dhamar or 
dhrupad bandises which feature mukhrds, or to the more syllabic khydls. Gats 
may be divided into three classes according to tempo, as follows; 

• vilambit gats; the overwhelming majority of which are in tmtdl, and based 
on the 'masTtkhdnf stroke pattern. 

• madhya lay gats; which may be played in a number of tdls (e.g. jhaptdl 
rupak tdl, tmtdl), with a variety of possible structures. 

• drut gats; most of which are in tmtdl or ektdl, many of the former based on 
the so-called ‘razdkhdnf pattern. 

These and other gat patterns are described below, and elsewhere by Allyn 
Miner (1993:180ff.) and by Stephen Slawek (1987:54ff.). 


8.3.1 Vilambit gats 

Most vilambit gats can be described as masTtkhdni gats. The basic masitkhdni 
pattern has a 5-mdtrd mukhrd, and consists of a repeated i-mdtrd stroke se¬ 
quence, as illustrated in Example 8.10. The strokes here are employed in ways 
comparable to the use of text syllables in the vocal bandises above. At medium 
tempi the settings are syllabic, with 'da’ and 'ra’ long and 'diri’ short; at slower 
tempi melisma (mmd) is interpolated between strokes, in a manner comparable 
to the vilambit khydl in Example 8.5. 


16 mitras, 4+4+4+4 

.3_lX 


12 ' 13 14 15 16 ' 1 2 3 4 


10 11 


iiiJ ;ij j ,j j j rjij /] j j ,j j j 


diri da diri da ra da da ra, diri da diri da ra da da ra 


mukhra 

«-... ■ I 

1st half 2nd half 

■ - «» « 

Example 8.10 The basic masttkhdnlgat stroke pattern, in tintal 

Although simple masTtkhdni gats are played, following the standard bol pat¬ 
tern illustrated in Example 8.10 exactly, some elaboration is also common. 
Example 8.11 illustrates the sthdyT section of a masTtkhdni gat which features 
some variation to the basic bol pattern in the mukhrd. This example is quite 
typical in that the elaboration occurs principally (here, solely) in the form of 
additional strokes in the mukhrd portion. The relationship between this kind of 
embellishment and the relatively high density of syllables in khydl mukhrds is 
noteworthy: as in khydl, the effect here is to enhance the sense of repose—of the 



;.ll (Audio 12) 


ras, 4+4-I-4+4 

3_lX_^ 



da diri da- din dara da da ra, diri da din da ra da d 2 


md (deflection of string) 
ntaji (hammer-on/ pull-off) 


V vilambit gat as played by Ravi Shankar {sitar) in rag gaud sarang, tlntal (Audio Example 12) 
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release of tension—coinciding with the sum. Although the effect is similar, 
however, the process is somewhat different. In vilambit gats, the mukhrd tends 
to be more highly embellished, whereas in khydl, the anacrustic effect is pre¬ 
served at low tempi by compressing the mukhrd into (usually) between 1 and 2 
mdtrds, thus retaining a high rhythmic density. The mukhrd can be compressed 
in this way if the overall structure of the bandis is of limited importance; in the 
masTtkhdm gat this overall structure must be retained, therefore the anacrustic 
effect is preserved by embellishment rather than compression. The most stable 
parts of the pattern are mdtrds 1-3, which usually emphasize a rest-tone {visrdnti 
sthdn) of the rdg, thus highlighting the tension-relaxation alternation generated 
by the gat structure (see Example 8.12). 

luitil: 16 mitris, 4+4+4+4 

_l3_^^_ 

12 ' 13 14 15 16 ^ 1 2 3 4 >5 6 7 8 ^9 10 fl 

r]|j rjj j ,j j j JiiJ n.j j ,j j j 

did da din da ra da da ra, din da din da ra da da ra 

tension —► relaxation tension relaxation 

I_II_II_11_I 

1 St half (statement) _ —»^ 2nd half (answer) _^ 

Example 8.12 An illustration of the binary alternation of tension and relaxation on 
two levels in the masftkhdnf gat structure 


The masTtkhdm gat pattern realizes binary oppositions on two levels (see 
Example 8.12), besides featuring an anacrusis (the mukhrd); it also overlaps 
the tdl structure, increasing the cadential and anacrustic propulsion towards sam 
(see Example 8.13 and Chapter 5). It is little wonder, given that it embodies so 


tintal: 16 matras, 4+4+4+4 


12 1 13 14 15 16 

i r 3 


6 

7 

8 

• 9 

10 11 

/3iJ JIJ J- 

iJJ J-H- 


n J 



J J 

din da din da ra 

da da ra, diri 

da 

diri 

da 

ra 

da 

da ra 



i 



1 

. clap pattern 

_1 1_ 

_ 






. 0eka 

■ - H > 1 — - 1 1 , 


Example 8.13 Three overlapping structural divisions for the masTtkhdm gat 
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many important principles of Indian rhythm, that this gat has achieved such 
predominance in the instrumental repertoire. 

8.3.2 Madhya lay gats 

Madhya lay (medium tempo) gats use a variety of patterns—^with or without 
mukhra, syncopated or entirely commetric. In fact, since instrumental medium- 
tempo compositions are sometimes based on khydl bandises, this is easily the 
most diverse area of the instrumental repertoire. The simplest varieties of 
madhya lay gats are based on bol patterns which express the divisional structure 
of the tdl}^ For example, gats may be based on variants of the simplest 

expression ofa2 + 3-}-2-}-3 structure, as in Example 8.14. 

jhq)tiQ: 10 mitras, 2+3+2+3 
X 2 0 3 X 

dara darada daia dara dada 

Example 8.14 A simple bol pattern for a jhaptdl gat 

The basic rule, as illustrated here, is that the ‘da’ stroke should fall on the 
accented beat (in this context, the first mdtra of each vibhdg)}^ This prototypical 
pattern is usually modified by one or both of the following processes; bols may 
be varied by doubling either ‘da’ or ‘ra’ to ‘diri’, and/or the final group of three 
matrds may be divided into two equal segments. The bol for this 1 ^ +1 ^ group is 
usually ‘da ra da ra’, distributed in either of two ways (Example 8.15). There 
appears to be a functional equivalence between these two distributions (which 
applies in all tdls with similar 3~mdtrd groups); they are completely interchange¬ 
able, and the rhythm actually heard is often somewhere between the two. 

jj'jj' 

da~ra da-ra da ra da ra 

Example 8.15 Two methods of distributing the bol ‘da ra da ra’ over 3 matrds 

Space does not allow me to describe every variety of madhya lay gat, any more 
than it allows discussion of every type of khydl bandis, but a couple of examples 
are given below. The gats in Examples 8.16 and 8.17 both include mukhrds of 2 ^ 
mdtrds: 8.16, set in rupak tdl, extends over two cycles, whereas 8.17, in jhaptdl, 

Slawek quotes the well-known sitdrist Lalmani Misra ‘A common feature of the kut-bdj gat-s 
[i.e. non^tfntdl gats] is that their mizrdb-bol patterns are usually governed by the divisions of the tdl in 
which they are composed’ (1987:67). (The mizrdb is the wire plectrum with which the sitdr is 
plucked.) 

In some cases accented strokes are played on the sitdr using a technique called thonk (lit. 
‘hammer’), where the ‘da’ is substituted by a ‘ra’ stroke in which the mizrdb (plectrum) follows 
through to clip the soundboard and taraf (sympathetic strings). In this case the bol would still be 
recited as ‘da’ however, and likewise would be transcribed in this work as ‘da’. 
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lasts only for a single cycle. This type of gat seems to illustrate the influence of 
khyal bandises on madhya lay gats. 



diri, dara daradiri daradiridarada ra dirida-ra, 

I_I 

mukhra 

Example 8,16 A madhya lay gat as played by Deepak Choudhury (sitar) in rag tilak 
kamod, rupak tal (Audio Example 13) 

j=90fMM 

jhsptal: 10 matras^ 2+3+2+3 

muldira 

dirida-rada dirida ra da da ra,da 
.mukhra _, 

Example 8.17 A basic bol pattern for a mukhra-basod gat as played by Deepak 
Choudhury in rag puriya, jhaptdl (Audio Example 14 features this line played as an 
accompaniment to a tabid solo) 



83.3 Drut gats 

Drut gats also exist in a variety of different forms. One of the most common is the 
tmtdl 'razdkhdnf gat, which starts from the 7th mdtrd (and thus has a lO-mdtrd 
mukhra). The basic razdkham pattern is commonly taught as in Example 8.18. 
In practice this pattern may be varied considerably; Example 8.19 (from a 



Example 8.18 The basic razakhanigat stroke pattern, in tmtdl 
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= 277 MM 

tintil: 16 matras, 4+4+4+4 



diri diri diri da- r, da- r, din da diri dara da 

Example 8.19 The first line of a razdkhdni gat as played by Amjad Ali Khan {sarod) in 
rdg nandkauns, tintdl (Audio Example 15) 

J) = 213MM 

tin^: 16 wattas, 444+4+4 

sdiayi 

diri diri da ra dara da ra da^ ^ra da ra^ 





(join sthayl) 

diri diridiri da- dara da^ ra da- ra 

Example 8.20 The first two sections of a razdkhdnigat as played by Manilal Nag {sitdr) 
in rdg jogkauns, tintdl (Audio Example 16 includes the sthdyi playod three times, leading 
into the manjhd and back to the sthdyi) 

recording of rdg nandkauns by Amjad Ali Khan) illustrates a variant razdkhdni 
pattern, in which the mukhrd starts one mdtrd earlier than the ^basic’ pattern, 
and the part following sam is simplified to a single stroke. Another variant of the 
razdkhdni gat is illustrated in Example 8.20, which is transcribed from a record¬ 
ing by Manilal Nag (sitdr) of rdg jogkauns. In this case the traditional 10-beat 
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mukhra is preserved, but the vibhdg immediately before sam is somewhat sim¬ 
plified, Many other variations may be encountered: artists evidently feel free to 
compose new variants to suit the particular rag which they are playing. 

Not all drut gats are razdkhdni gats, although in practice the name is often 
used indiscriminately. Instrumentalists have created drut gats with an enormous 
variety of patterns—again, sam to sam or using mukhrds of different lengths, 
essentially based on bol patterns but often incorporating a variety of left-hand, 
ornamental techniques (especially in the case of the sitdr). 


8.4 Further issues in bandis structure 

8.4,1 Mukhrds in vocal and instrumental bandises 

As I have shown, the mukhrd is an extremely common feature of compositions in 
Hindustani music, albeit not a imiversal one. The mukhrd performs various 
tasks, helping the performer to generate a sense of upbeat resolving on the 
sam, as well as providing the option of a shorter refrain than the full line. The 
few examples I have been able to cite above have included mukhrds of 8 mdtrds 
(from khdlT in tmtdl), 1, 5, 4, and 3 as well as 10 and 11 mdtrd mukhrds in fast 
gats. 

Without wishing to over-generalize, it does appear that a particularly com¬ 
mon species of mukhrd provides a kind of ‘double anacrusis’, in the form of a 
short fragment which prepares the way for a longer portion which eventually 
leads to sam. It is notable for instance that a similarity exists between the 
mukhrds of the masTtkhdnf and razdkhdni gats (illustrated in Examples 8.10 
and 8.18), and the khydl illustrated in Example 8.3. The masTtkhdnf pattern 
uses a 5-mdtrd mukhrd, as does this khydl, while the razdkhdni gat, which is 
played at a faster tempo, has a 10 mdtrd anacrusis. The relationship between the 
three is illustrated in Example 8.21. 



masitkhanigat(Ex. 8.10) 


chota kbyal (Ex, 8.3) 


razakhanigat {Ex. 8.18) 


Example 8.21 A comparison of mukhras from compositions in three different genres 
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In each of these three instances a strong accent is felt on sam, and a weaker 
accent is generally felt four beats previously as well. This suggests that the first of 
the five mdtras (or the first two of ten in the latter case) acts as a mini-anacrusis, 
preparing for the next 4 (or 8).^^ It is not possible to say where this feature 
originated, but it does seem that in genres where the mukhra plays an important 
role in performance practice, a preference for five-beat patterns (divided 1 -f 4) 
is frequently observed. 

A related phenomenon may also be observed in vilambit khydl bandises, where 
the mukhra generally retains a relatively high rhythmic density, and is com¬ 
pressed into a smaller portion of the tdl cycle. Two vilambit khydl mukhrds are 
illustrated in Example 8.22. The first is 1 1 mdtrds long and the second, only 1 1 
mdtras, Vilambit khydl mukhrds often occupy between one and two mdtrds: the 
first part may prepare for the last full mdtrd, in a manner similar to the five-beat 
patterns illustrated in Example 8.21. 



+ half-/natra beat 


Example 8,22 A comparison of mukhrds from two vilambit khydl bandises (These can 
be heard as Audio Examples 17 and 18 respectively) 

8.4.2 A note on the antard and variation of structure between lines 

My discussion up until now has concentrated mainly on sthdyf sections, since 
the sthdyf {eind the first line in particular) is almost invariably the most prominent 
part of the bandis. The sthdyf is generally repeated many times in a single 
performance, whereas the antard and other sections are rarely heard more than 
once or twice. Antards may however be analysed with reference to the same 
parameters employed above. A number of factors are noticeable in the compar- 

A view suggested to me by sitarist Deepak Choudhury (personal communication). 

A number of dhrupads also feature 5-mdtrd mukhrds (see the examples in Widdess 1981a: 162). 
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ison of sthayi and antard sections, since on occasions they do not share the same 
structure, and are in fact designed so as to be complementary or even contrasting. 

In dhrupad and dhamar bandises, antard sections generally foUow the same 
structural principles as sthdyTs, although they may be distinct in detail. For 
instance if the melodic grouping of the first line is 3333 (in cautdl), then 
subsequent lines (including the antard) may either follow the same pattern, or 
change to 4 4 4 (or to some other division such as 2 4 3 3). 

A more striking distinction may often be observed between the structural 
parameters of khydl sthdyTs and antards. Whereas almost all sthdyTs have 
mukhrds, antards may have either no makhrd, or a mukhrd of different construc¬ 
tion to that of the sthdyu (Similarly, although some dhrupad sthdyTs have 
mukhrds, the antards generally do not.) Khydl antards also tend to have more 
syllables than those of sthdyTs sections, and the rhythmic style is consequently 
often more syllabic (although there is considerable variation in this respect 
between khydl styles).^^ In vilambit khydl the antard is often not sung through, 
at least not in the form of a continuous setting of the antard text line. What 
happens more often is that the antard text is introduced into the improvised bol 
dldp, as the melodic development reaches the upper Sa. 

In masTtkhdnT gats, the antard (and maitjhd) sections are based on the same 
stroke pattern as the sthayi Drut gats, in contrast, often use different patterns 
for each section (and often for each line) of the composition. Sometimes—as 
with chotd khydl bandises —^these omit or modify the mukhrd. Another distinc¬ 
tion between vilambit and drut gats is that vilambit gat antards are often im¬ 
provised, whereas in drut gats they are generally pre-composed. To some extent 
therefore, the distinction between chotd and bard khydl antards is matched by an 
analogous difference between those of drut and vilambit gats, 

8.4.3 Variation of the bandis structure 

In most performances some degree of variation of the bandis may be observed. 
Since the bandis may therefore be slightly different on each repetition, it is often 
impossible to determine exactly what the true or basic form of the composition 
is. Although it is common for bandises to be notated, such notations do not 
specify a high level of detail, either melodic or rhythmic, and few musicians 
would regard notated versions as definitive. 

Variations in performance may be primarily melodic (substituting alternative 
melodic movement, without changing text and rhythm), or rhythmic but super¬ 
ficial (e.g. slight variations in rubato or ornamentation, or the displacement of 
syllables off the beat). It is not uncommon, however, for other rhythmic para¬ 
meters to change too; text distribution for example, or rhythmic density in 
instrumental gats where double strokes may be substituted for single. 

See Wade (1984a: 19). A similar point is made with respect to madhya and antara sections of 
thumrl bandises by Manuel (1989:121). 
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Example 8.23 extends the example given above as 8.4a, the khydl in rag todi 
performed by Shruti Sadolikar, to show how the composition is deliberately 
varied. It is often impossible in such cases to separate tolerance of variation in 
composition structure from conscious manipulation of that structure: this ex¬ 
ample clearly moves into the latter, but it is not clear at what point. Here, 
Sadolikar’s first 5 versions of the bandis all feature a 'i-mdtrd mukhrd and a 
relatively long note for the syllable ‘kan-’ on or just after sam. The remainder of 
the structure, not to mention details of melody, seem remarkably pliable. 


J=170MM 

Until: 16 matniSy 4+4+4+4 
X _ 


cl 


U )5 Wn 2 3 4 ^ 6 7 8 ^9 W 11 12 

J J J iJ—J J iJ—J-4-J3XUUUi 


Ian- ga- ra kan- ka- ri- ya 


ji na 


c2 hJ — J—i-+J"-J - | i- J — ^ i^J I J ^ 

Ian- ga- ra kan- ka- ri- ya ji na ma- ro— 


c3 fJ — J — J—- 

Ian- ga- ra kan- 
c4|-1- 

c5 j ^ — 

Ian- ga- ra kan- 

c6 1 ^ ^ ^ ^ I j * - 

langa- ra kan- 


I (sarangi/tabla) | _ | 

—I- J . X ^ |J 3 

ji na- ma ro- 

J ij J J J 

ka- ri- ya— ji na ma- ro— 

uu —^ 

ka- ri- ya 


,iniikfaa 

Example 8.23 Variation of the bandis in a performance of rag miydn kf todi {khydl in 
tmtdl\ by Shruti Sadolikar (Audio Example 19) 

Example 8.24 is an example from a sitdr performance by Deepak Choudhury 
of rag bdgesrim. jhaptdl. This extract covers the first four cycles of a performance; 
it is fairly typical of medium tempo gats in performance. It consists of a sthdyT 
section in basically two parts—a single fixed line (c. 1-3) and a semi-improvised 



The bandis 


135 


second line (or manjhd, c. 4, repeated without variation in c. 5). This gat contains 
many variations, both melodic and rhythmic, so that it would be problematic to 
objectively determine an archetypal form on which the variations are based. 


J= 140-145 MM 
jbqitSl: 10 matras, 2+3+2+3 





Example 8.24 A rhythmic transcription of a madhya lay gat, as performed by Deepak 
Choudhury in rag bagesrijhaptal (Audio Example 20) 


In truth the form of such gats is somewhat fluid, as it is with many khydls. The 
type and distribution of variations are in fact just as important in this context as 
the underlying structure. In Example 8.24, the rhythm in the second vibhag is 
particularly susceptible to variation—that which is furthest from the mukhrd in 
fact. Similarly in the khydl in Example 8.23, the variations seem to indicate the 
importance of the mukhrd and of the relative stability associated with sam\ it 
seems less important exactly how the remainder of the syllables are distributed in 
the cycle. It seems more profitable to note this fact than to attempt to determine 
which version is ‘correct’. 

Despite the rhythmic variations, the basic structure of the jhaptdl gat in 
Example 8.24 is extremely simple, and these patterns must be seen as a selection 
from the infinite number of possible variations. The structure is based on the Mfs 
2 + 3 -h 2 + 3 division, and there is no syncopation across these vibhdg divisions. 
It is therefore possible, and instructive, to consider the patterns as 2- and 3-mdtrd 
‘modules’. These bol patterns are all variants of the basic ‘da ra’ and ‘da ra da’ 
patterns, derived according to one or more of the following processes. 

• Syncopation (within the vibhdg); the displacement of strokes by half a mdtrd 
(i.e. onto ‘olf-beats’). 

• Stroke doubling; ‘da’ or ‘ra’ become ‘diri’. If redoubled, the stroke ‘da ra’ 
may become ‘da-diri dara’, performed in the same time. 

• Splitting the group of 3 into halves (hemiola). ‘da ra da’ becomes ‘da ra, da 
ra’ (c. 4). 



136 


The bandis 


\ 1 ^ m n 


Analysing variation—what is varied (and what is constant), how much it is 
changed and in what ways—can reveal a good deal about the essential rhythmic 
structure of the bandis, and the performer’s style. 


8.5 Summary 

The bandis plays an important role in the performance practice of North Indian 
rag music. It constitutes a substantial proportion of the performance itself, 
besides providing material for the development that follows, and may be ana¬ 
lysed with respect to a number of rhythmically significant parameters. These 
include tdl, lay, the length of the bandis, the rhythmic structure as determined by 
melodic rhythm, variability of that structure, and text distribution. It is possible 
in principle to map correlations between these parameters, and between the 
bandis structure as a whole and the variables of rhythmic style and organization. 

Some of the most important observations made and illustrated in this chapter 
concern the implications of the rhythmic structure of compositions. The mukhrd 
in particular is telUng in a number of respects: the fact that mukhrds often have a 
high rhythmic density relative to the remainder of bandises (something preserved 
and even enhanced by a variety of means in compositions which have been 
slowed down over time), together with the prevalence of ‘double anacrusis’ type 
mukhrds strongly suggest the importance of the mukhrd as preparation for the 
repose which is brought by the sam. The importance of these aspects for 
structure are emphasized further when patterns of variation are analysed, and 
it becomes clear that the parts of compositions around sam are relatively stable. 
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Development techniques and processes 

9.1 Introduction 

A rough distinction may be drawn in the ^osXrbandis phase of performance, 
between development with a strong rhythmic and/or textual component and 
that which focuses overwhelmingly on the presentation, variation, and embel¬ 
lishment of melodic material. The most important techniques are classified in 
this way in Table 9.1. Although it is not always possible clearly to distinguish 
between these categories, the latter, mg-oriented development {dldp, vistdr) 
generally features a highly melismatic style, and a far less clearly defined tdU 
surface rhythm relationship than other types of improvisation. 

Analysis of melismatic rdg development must therefore employ a different set 
of premises from that of rhythm-oriented development. The latter may reason¬ 
ably be analysed in terms of syllabic organization, laykdn techniques, and the 
relationship between surface rhythm and tdl. i^Jg-oriented development has 
different terms of reference: here questions of rhythmic organization focus on 
the methods by which musicians achieve an impression of free rhythm while 
retaining awareness of the tdl, and on transitions from Tree rhythm’ to the 
relatively syllabic mukhrd refrain, and back again. 

There is a degree of overlap and mutual influence between even these two 
broad categories; rdg development in apparently free rhythm may elide with a 
cadential (and more syllabic) tihdh or overtly rhythmic development may in¬ 
corporate elements of melisma and rubato. Even the most syllabic, rhythmic 
passages may be organized melodically so that the melodic range is gradually 
extended as it is in an dldp. Indeed the term vistdr (lit. ‘expansion’), which I 
have used primarily to refer to d/d/7-like rdg development in nibaddh sections, 
is sometimes used as a general term for all po%X-bandis development. These 


Table 9.1 Examples of terminology for stages in po^i-handis development 


categories 

vocal 

instrumental 

rag-oriented 

dldp 
bol dldp 
bahlavd 

vistdr/barhat 

text/rhythm-oriented 

bolbando 



bol bant 

todd 


tan 

tan 
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qualifications notwithstanding, I will apply the distinction between rag-oriented 
(melismatic) and rhythm and/or text-oriented (syllabic) development in the 
following sections. 


9.2 i?a^-oriented development 

9.2.1 Vocal performance 

In much khydl singing (and /^A^dZ-based instrumental styles), a more or less 
systematic rag development can be heard within the /d/-bound section, akin to 
the unmetred didp of dhrupad and dhrupad“ha,scd instrumental styles. This rag 
development (called vistdr, dldp, dlapti, or bar hat) focuses on the expansion and 
variation of melodic material, and rhythmic constraints are subjugated to me¬ 
lodic considerations. Rhythm is not always clearly defined and nor is the tdU 
surface rhythm relationship, so that laykdrf as such has no relevance. Vocalists 
use ‘d’ or other vowels (called dkdr\ or else use text syllables in a melismatic 
fashion. Since the articulation points of notes are consequently often unclear, 
especially those falhng within a melisma, it can be extremely difficult to analyse 
rhythm in ‘syllabic’ terms. 

However, in a more general sense, these episodes can be seen in the context of 
the tdl and the various performance processes. The main parameters in analysis 
would be: the starting point of the episode; the duration of the episode (and the 
duration of individual phrases); the introduction of the mukhrd and the attend¬ 
ant shift to a more syllabic rhythmic style; and the text distribution (in bol dldp). 
Although the impression of free rhythm is often created, even the most melis¬ 
matic vistdr is rarely if ever completely ‘uncoupled’ from the tdl, although 
different singers show wide variation in the manner and degree of /d/-surface 
rhythm correlation. In most cases, some form of rhythmic organization may be 
traced, but a ‘rhythmic’ transcription is not always appropriate, and may not 
be necessary in order to understand the processes involved in performance. 

Detailed rhythmic transcriptions may in many cases suggest a rhythmic com¬ 
plexity which is illusory—^if (for instance) the salient fact about the articulation 
of a syllable is that it occurred shortly after a particular beat, rather than 
whether the delay is best indicated by a quaver, semiquaver, or dotted-quaver 
rest. Such transcriptions may nevertheless be useful, especially where they 
incorporate indications of text use. Example 9.1 is a rhythmic transcription of 
a portion of development from a vilambit khydl performance, by Malikarjun 
Mansur in rdg yemem bildval. 

This example is typical of much vistdr in bard khydl in that it blends melismatic 
dldp with more syllabic fragments. The singer uses the sthdyliQui throughout; the 
use of text in this instance is at some points comparable to that of bol bdnt (see 
the example in Example 9.5 below), in others it is highly meUsmatic (this would 
be called bol dldp). In fact, since the three longest melismas are sung to the vowel 
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J = 2SMM 

tlntal: 16 matraSy 4+4+4+4 


^ — 

ij- 

2 3 

-4-1 

J, JJ J 




ye— 

.2 

lo gu- va 


1 5 

L— _ 

6 7 8 ' 

_^ J_1_JBi 
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""---- 
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a - 

- (a)le ti— 


IT 


w 


Lny — ijoiTOJIL-j —.TO jn 


kituve 


gaye 


lo¬ 


go va 


imasd gaye the 


I— s —« 0 

iin n jBaoJ 





sukha pa-^yo— a- (a)leri,a leri kitu ve— ga ye 

I — — I 

mukhra 


text: aleri kituve gaye logova una (jay) so gaye the sukha payo re 


bo] alap: (ga)ye logova 

aleri kituve gaye logova una so gaye the sukha payo 
aleri, 

aleri kituve gaye 
mukhra 

Example 9.1 A rhythmic transcription of a portion of development, from a khyal 
performance by Malikaijun Mansur of rag yemenf bildval in tmtdl (Audio Example 21 
features this extract; the second singer Rajshekhar Mansur’s contribution is not included 
in the transcription) 
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‘a" (m. 3^, 6-8, 14-15), there is little to distinguish these passages from akdr 
dldp. Overall, this would generally be described simply as a passage of bol dldp. 

It is significant that the words "logovd" and 'dleri\ which are treated melisma- 
tically in the first half of the cycle, both finish at the end of their respective 
vibhdgs. The fact that the episode seems to be structured in accordance with the 
tdl divisions suggests that the artist organized even this melismatic dldp with a 
clear awareness of the tdl This hypothesis is confirmed by other factors: dis¬ 
placement of syllables g- or ^mdtrd off the beat occurs consistently in the early 
part of the vibhdg, and the syllables held for the longest time occur in vtM-vibhdg. 

A second example of bol dldp is given in a schematic form as Example 9.2, 
which is an extract from a khydl performance by Pandit Jasraj in rdg miydn kf 
todu In Example 9.2 the tempo is considerably slower than in Ex. 9.1, giving a 
cycle of 69.6 secs. (12 mdtrds of approximately 5.8 secs, each) in comparison with 
38.4 secs, in Example 9.1. The structure of the episode is similar nonetheless: the 
longest pauses occur early in the first and second vibhdgs (just after mdtrds 1 and 
5), suggesting that the vibhdg division guides the artist’s improvisation; phrases 
typically extend for upwards of 5 sec., up to a maximum of around 10 sec.—in 
my Example 9.1, most phrases range from 6 to 7 seconds in duration. In both 
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Example 9.2 A graphic representation of one cycle of bol alap, from a khydl perform¬ 
ance by Pandit Jasraj of rdg miydn kf todr in ektdl (Audio Example 22) 





Development techniques and processes 141 


Table 9.2 Phrase lengths for two extracts of bol aldp 


Example 9,1 


Example 9,2 


phrase 

duration (secs.) 

phrase 

duration 




(secs.) 

aleii kituve gaye 

4.3 

isa nagarf me raja 

9.3 

(rest) 

1.1 

(rest) 

5.0 

logova 

6.7 

raja 

5,7 


2.9 


1.6 

alen 

6.9 

raja kara 

9,9 


0.5 


3.0 

kituve gaye, logova 

6.4 

Mdiammad 

5,7 


0.2 


0.9 

una so, gaye the 

2.2 

Mohammad Shah 

5.6 


0.4 


1,7 

sukha payo, alen 

6.3 

Mohammad Shah 

5.3 

alen kituve gaye 

4.3 


1.3 



Mohammad Mohammad Shah 

7,9 




1.0 



Mohammad Shah 

3.4 




1.8 



isa nagan me raja 

9.3 


Examples the density of text syllables gradually increases over the cycle. The 
mukhrd in Example 9,2 is much more extended, however, around 8 seconds as 
against c. 2.7 secs, in Example 9.1. Table 9.2 compares phrase lengths for these 
two excerpts. 

Aesthetically, the khydl singer’s art is often conceived in terms of achieving an 
apparently seamless flow of melody and rhythm, away from the sam, stretching 
out over the tdl cycle and flowing back effortlessly into the mukhra. This is how 
khydl singer Veena Sahasrabuddhe expresses this intent. 

The phrases used while improvising on a bandish must match the form and tempo of that 
bandish. The more the form and laya of the alaps matches those of the mukhra, the more 
seamless and perfect the avartan will appear. We are not talking here about simply 
starting the mukhra at the right point in the avartan so that sam is met. The perfect 
avartan maintains a close relation between the swaras and phrases of the alaps on the one 
hand and the progress of the theka on the other hand, so that the listener can feel the 
mukhra and sam coming. The end point appears so natural, so logical, that the listener is 
moved to giving out an immediate expression to her joy. This logic of relating to the tala 
bears the technical name amad.' (Sahasrabuddhe 1999:16) 

It is possible to see some of the means by which this is achieved in my two 
examples: the division of the development into clear sections coinciding (more or 

* Amad (lit. ‘approach, arrival’) is also used as a technical term in drumming and kathak dance, 
where it describes an item of repertoire. 
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less) with the tdl dvarts; the careful balancing of melisma with sustained notes, 
and the gradual increase in density towards the end of the cycle in order to effect 
the transition into the mukhrd {dmad\ are all aspects of improvisation technique 
in khydL Although these brief examples of rhythmic analysis of music which is 
often taken to be free-rhythmic cannot hope to do justice to the variety and 
complexity of khydl vistdr, they nevertheless illustrate some important issues in 
analysis of mg-oriented development. It is clear that analysis of text use and 
rhythmic style helps substantially in clarifying rhythmic organization. 

9.2.2 Instrumental performance 

Instrumental performance can be roughly divided into strictly fcAyaZ-based forms 
and those built on gats. The former category includes principally the repertoires 
of the bdnsuri (flute) and sdrahgT (fiddle), instruments capable of considerable 
sustain, and (particularly in the case of the sdrahgi) unlimited facility for pitch 
modulation, enabling them to replicate vocal performance to a considerable 
degree. The latter category includes principally the plucked string instruments 
sitdr and sarod, and the hammered dulcimer santiir. Due to the high status of 
vocal performance in India, however, even on these instruments performers 
(with the help of instrument makers) go to considerable lengths to replicate vocal 
ornaments and glissandi. Many refer to this style of playing as the gdyaki (lit. 
Vocal’) style, in contrast to the less prestigious gatkdrT (i.e. gaf-based) style. 

Although instrumentalists have been influenced by features of all the major 
vocal genres, one of the most pervasive manifestations of this is the attempted 
replication of khydU^iylQ vistdr. Consequently it is not surprising that there are 
stylistic similarities between the early development episodes of a vilambit gat and 
those of a bard khydl. There are also notable differences however, necessarily so 
given the relatively weak sustain of plucked instruments in comparison with the 
voice, and the distinct structures of the compositions (the fixed stroke patterns of 
the gat, as against the more loosely arranged text of the khydl). 

Example 9.3 illustrates a typical example of vistdr from a vilambit gat perform¬ 
ance by Deepak Choudhury in rag bhatiydr? This vistdr may be interpreted as 
the interpolation of melismatic features into a fundamentally syllabic frame¬ 
work. A sense (an illusion perhaps) of free rhythm is created at times, through a 
combination of melisma, rubato, and syncopation. The example includes the 
first four cycles of the performance; the last two of these conclude with tihdis 
(triple repetitions; see Chapter 10). 

Despite the illusion of free rhythm, the artist remains aware of the tdl at all 
times, and rhythmic analysis reveals a clear structural foundation in a large 
proportion of gat vistdr —a foundation on the bol pattern of the gat itself, or 
on the tdl structure. In the case of brief passages where such an underlying 

^ Slawek too makes the distinction between rag-oriented and /aj/carf-oriented development 
(1987 :e.g. 198). 
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foundation cannot be clearly established, the most likely explanation is that the 
performer has freed himself temporarily from the restraint of the tdl, relying on 
either cues from the thekd or his own ‘instinct’ to guide him back to sam. By 
instinct, I mean that with the experience of many years playing these gats, it is 
possible to develop a kind of dual perception of the music, following both tdl 
structure and improvisation simultaneously, while appearing to keep the latter 
free of the controlling metric structure. This facility is developed from an early 
stage in training, by means of counting exercises and a strict insistence on 
keeping a steady lay in practice; the ability to play in apparently free rhythm 
while retaining awareness of the tdl is its logical development. 

My analysis of a single line from Example 9.3 is illustrated in Example 9.4. 
The rhythm of the first five mdtrds is derived from the gat itself, and the last five 
mdtrds are filled with a tihdu The remaining six mdtrds in the middle of the cycle 
(m.6-11) can be seen to be derived as syncopated variants of a set of three 2- 
mdtrd patterns. 

It is clear how important the gafs bol pattern is, underlying a great deal of the 
subsequent development. Once firmly established, the bol pattern remains al¬ 
ways in the performer’s mind, both generating rhythmic structure and assisting 
time-keeping. A rigorously phonetic transcription^ of such music woxild look 
extremely complex. However, once the principal structural features are recog¬ 
nized (cadential patterns, references to thega^’s pattern, tihdfs and so on), the 
underlying rhythmic structure is greatly clarified. Furthermore, on analysis of 
the bol patterns, it becomes clear that much of the apparently complex rhythm is 
generated by means of simple distortions (roughly speaking, rubato and synco¬ 
pation)^ of patterns derived according to syllabic principles from the gat and/or 
tdl structures. 


9.3 Rhythm and/or text-oriented development 

9.3.1 Vocal performance 

In most genres other than khydl (and indeed in some khydl too), dldp is either 
considered imnecessary or has already been completed in previous sections; thus 
most development is focused on text and/or rhythm. The melodic material of the 
rag is of course ever-present, and on occasions rhythmic or textual variations 
may be combined with melodic development or embellishment, but where 
deliberate techniques of rhythmic and/or textual development are identified, 
we may justifiably focus on these in rhythmic analysis. 

^ The term ‘phonetic’ is used here in the same sense as by Hood (1971:55ff.), denoting the 
indication of the maximum amount of rhythmic and melodic detail in a transcription. 

^ The term ‘rubato’ is used here in the sense suggested by Scholes; ‘that type of flexibility which 
consists of a ”give and take” within a limited unit of the time-scheme^ (1991:894). Cf. the same 
author’s definition of‘syncopation’; ‘a displacement of either the beat or the normal accent of a piece 
of music’ (1991:1002). 
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A wide variety of laykdri (rhythmic play) techniques may be identified, which 
will be dealt with in Chapter 10: this section will consider development tech¬ 
niques which focus on aspects of the variation of text or instrumental stroke 
patterns. It is the application of these techniques or processes that directly 
generates much rhythmic interest, besides providing a context for more explicitly 
rhythmic play. The most important categories are outUned here: 

• breaking the text (generally into semantic units), in order to generate new 
rhythmic combinations; bol bdnt.^ 

• expressive melodic development or melismatic elaboration employing the 
text; bol bando,^ 

• fast runs (i.e. sequences of notes of equal rhythmic quantity at high rhyth¬ 
mic density), sung to text syllables; bol tan. 

• imitation of any of these techniques, substituting sargam (solfege), tardnd 
syllables, or vowels for text syllables {sargam tan, dkdr tan, etc.). 

There are clearly overlaps between these different approaches to the text, and 
between each of them and the more rdg-oriented bol dldp. The most obvious 
overlaps are between bol dldp and bol bando, and between bol bdnt and bol tdn. It 
is not always possible to objectively distinguish rdg development sung to text 
syllables {bol dldp), from textual development using melismatic ornamentation 
{bol bando)', similarly at high rhythmic density bol bdnt may resemble bol tdns. 
Although performers may have no doubt which term should be applied to their 
own singing, no single set of terms is consistently applied across the tradition as 
a whole. 

If it is clear which process is intended, this is often because certain techniques 
are identified with particular genres. For example in dhrupad, improvised devel¬ 
opment {upaj) may be assigned to the bol bdnt category, since dhrupad develop¬ 
ment is exclusively identified with that process—^terms such as tdn would never 
be used in this context. In modem thumrf the primary process is bol bandog and 
terms such as bdnt or tdn would rarely if ever be used. In chotd khydl on the other 
hand, the text is rarely employed outside the bandis, and tdns (especially dkdr 
tdns) predominate. 

Khydl remains the most eclectic of North Indian vocal genres, and may use 
and combine any of the techniques described above (depending on the particular 
style and the lay). In analysis of khydl it is often difficult for an observer to know 
exactly which terms best define the development style, but nevertheless an 
appreciation of these technical categories is invaluable. 

The examples that foUow illustrate the techniques described above. The first 
illustrates bol bdnt in a sadrd performance (effectively a jhaptdl dhrupad)', the 
second thumrf bol bando, and the third a succession of techniques {sargam-, 

^ Cf. Srivastav (1980:52). 

^ Bando, as Manuel points out, has a range of meanings from ‘formation’ through to ‘decoration’ 
or ‘embellishment’ (1989:131-2). 

See Manuel (1989:105 ff.). 
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dkdr^, and bol tans) from a single khydl performance. First the bol bant. Example 
9.5 shows how dhrupad singers repeat lines, phrases, or individual words of the 
bandis text in bol bant The music is particularly syUabic, and illustrates how 
the surface rhythm is determined to a large extent by the use of the text. The 
episode, which is from K. G. Guide’s recording of rag khat, ends with a tihdi, 
in c. 37. 


J = 95-97 MM 

10 mStns, 2+3+2+3 
X_=_Ug___ 


4^ 


c34 


;o 


i I IXtTi JldX^ _ 


vidya dha- ra,gu- ni yana— so vi- dya 


X 

1 


c35hJ- J - 

dha- ra vi- dya dhara guni yana sd kaha ka- 

c36|J- J-J - J i^ -l 

ri ye,ka- chu,gu-na,ca raca kl, la- ra- i la- ri- ye vi- dya 

c37hJ- i^|.0 - .i|^ - h J - i 

dha- ra, vi- dya dha- ra, vi- dya dha- ra, vi- dya dha- ra 

I - li i. 

1 2 3 
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vidyadhara, 
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Example 9.5 A rhythmic transcription of a passage of bol bant, from a s^rd perform¬ 
ance by K. G. Ginde of rag khat in jhaptdl (Audio Example 24) 

Example 9.6 illustrates a fragment of thumri bolbando, from a performance by 
Munawar Ali Khan and Raza Ali Khan. Here too phrases and lines of text are 
repeated: however in contrast to the dhrupad bol bant, the focus is on the 
meUsmatic ornamentation of that text. The setting is therefore not syllabic, 
and the surface rhythm is freer and not determined directly by the sung text. 
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lunawar Ali Khan text: baju bandhe khule khule jay 

Laza Ali Khan bol banao: baju bandhe 
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rhythmic transcription of a passage of bol bando, from a t/rumrf performance by Munawar Ali Khan of n 
iio Example 25 features this extract, followed by a little more from the performance) 
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Example 9.7 is taken from a medium tempo khyal performance by Veena 
Sahasrabuddhe in rag sri. This example illustrates the varied nature of post- 
vistar development in much khyal, especially at medium tempo. A sargam tan 
links, via the mukhra, to a restatement of the bandis sthdyT (c. 76-80). This is 
followed by a sequence of short, fast dkar tans (c. 83-5), then a longer and 
shghtly slower bol tan (c. 86-7). The bol tan hes, in terms of rhythmic style, 
between the syllabic bol bant and the melismatic bol banao. 
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Example 9.7 A rhythmic transcription of a passage of development from a khyal 
performance by Veena Sahasrabuddhe of rag srf in rupak tal, featuring sargam-, akar- 
and bol tans (Audio Example 26) 


These three examples illustrate some of the most important post-vwmr devel¬ 
opment techniques in vocal music. They are relatively clear-cut illustrations of 
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these techniques; it is not feasible to demonstrate here the variability of their 
application, the overlaps between and blending of the techniques, or indeed the 
differences between various singing styles. 

The point clarified by the comparison between Examples 9,5-9.7 is that 
development in vocal genres is largely defined by two parameters—text use 
and rhythmic style. Any piece of singing uses either the text, dkdr, sargam, 
nom-tom, or other syllables to articulate the melody; the rhythmic style largely 
determines whether the development may be described as dldp, bant, bando, or 
tdn. This rhythmic style itself is determined by a number of factors, of which the 
most important is the relation of text (or other) syllable to the articulation of 
notes, which lies on a syllabic-melismatic continuum. Other factors such as 
rubato, syncopation, and so on are unlikely to affect the definition of techniques 
in this context. 

Moreover, since unlike text use, rhythmic style cannot be easily and object¬ 
ively described, the definitions of these categories {bdnt, tdn, etc.) vary between 
musicians, as do the distinctions between categories. This also confirms that 
definitions of development techniques cause as many problems as they solve in 
analysis, and although it is important to be aware of these categories, one must 
also be prepared to resolve development techniques into rhythmic parameters. 

9.3.2 Instrumental performance 

Instrumental development techniques can be even harder to define, without the 
information provided by the text use. They may also be defined by rhythmic 
style, however, and by a number of other factors. Many types of vocal technique 
may be imitated on instruments; m the case of plucked instruments, bols 
(strokes) replace the text syllables in function. The terms bol bant, bol bando, 
and bol tan are not generally used for instrumental music: however in instru¬ 
mental gats a process somewhat analogous to bol bant occurs, in which the 
material of the gat is broken up, rearranged and developed (called todd). Fast 
runs are called tdns, in instrumental as in vocal music. 

One important difference between vocal and instrumental development is that 
neither can the latter be defined by text use, nor is it either generated or limited 
by that factor. Thus the logic of instrumental development tends to be more 
explicitly the logic of rhythmic variation per se. Moreover rhythmic techniques 
such as stroke doubling are more easily effected, since the soloist does not have 
to find text syllables with which to articulate the new notes thus generated. 

Again, instrumentalists display a great variety of rhythmic patterns, which are 
perhaps even harder to classify than those of vocal performance, given the 
absence of textual clues. Two terms which are widely used, however, are todd, 
referring to passages combining single and double strokes, and tan, fast runs 
based on the model of khydl performance. Example 9.8, which is from a 
performance by Deepak Choudhury in rag bdgem, illustrates a typical combi¬ 
nation of todd with a tihdi, set in jhaptdl. 
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is of a common type in which the accented stroke of the pattern (the third) falls 
on khdlT in the first repetition, and on sam in the third. 
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Example 9.8 An extract from a performance by Deepak Choudhury of rag bdgesrT in 
jhaptdl (Audio Example 27) 


Audio tracks 28 and 29 illustrate the use of tans in instrumental performance. 
Track 28 is taken from a performance by Amjad Ali Khan in rag brindabam 
sarong, vilambit tmtdl; track 29 is extracted from a sitdr performance of rdg 
piiriyd kalydn in drut tmtdl by Budhaditya Mukheijee. 


9.4 Summary 

A loose distinction between mg-oriented and rhythm-and/or text-oriented de¬ 
velopment is useful in discussing improvised development, since these two 
categories must be analysed with different terms of reference. However, in 
practice this notional boundary is often crossed, particularly in khydl perform¬ 
ance. In the latter category (rhythmic/textual development), a number of devel¬ 
opment techniques may be recognized, although once again the boundaries 
between them are not clear and one must frequently have recourse to analysis 
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of rhythmic parameters. The main categories of development in vocal music are 
illustrated in Table 9.1: dldp, the quasi-free rhythm exposition of the rag; bol 
bando and bol bant, both defined as operations carried out on the text; and tans 
of various kinds. The specific techniques used, and their progression, depends on 
genre and individual style. 

Development in instrumental gats is generally underpinned by the syllabic 
structure of the composition. In rag development, which may be intended as an 
imitation or adaptation of khydl vistdr, this structure is concealed by the use of 
melismatic ornamentation and syncopation, but nevertheless detectable. Todd 
describes a style of improvisation which exploits the rhythmic possibilities of 
simple stroke combinations, while tdns are faster runs based on the khydl model. 
These stages are also illustrated in Table 9.1. Vilambit gat development tends to 
progress from melismatic vistdr to tdns, in some traditions (such as that of the 
Maihar ghardnd) making this transition through a gradual increase in the 
number of strokes per mdtrd (lay ratio; as described in the following chapter).^ 

^ This type of progression is referred to as srnkhala or silsila (lit. ‘chain, sequence’) (Slawek 
1987:73). 
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Laykart. rhythmic variation 

10.1 The concept of laykarT 

Any technique intended to vary or develop rhythm (as opposed to a technique of 
textual or melodic variation which indirectly determines rhythm), may be 
thought of as an aspect of 'laykart —a word which has, hke the related term 
lay, a variety of senses. The term laykdrl is derived from lay, which (to summar¬ 
ize the discussion in Chapter 6) meant originally the space or rest between beats, 
and has come to mean both tempo and rhythmic density, and by extension 
become the closest equivalent of the English term ‘rhythm’. 

LaykdrTh 2 C& a similar, if not greater, semantic range. It means primarily either 
{a) the variation (usually increase) of lay ratio, or {b) the distortion of, or 
deviation from a steady beat (i.e. syncopation or rubato); both these senses 
derive from the roots lay -I- /rarf (‘doing, work’).^ By extension from these senses, 
laykart describes (c) any technique dependent on or derived from the division of 
the tdl and variation of the speed level (i.e. cross-rhythmic accenting, permuta¬ 
tion of rhythmic groups, and so on); and hence {d) rhythmic variation in general 
(this sense is analogous to the more general sense of lay itself). 

Laykart is an aspect of performance process in development, and should be 
understood in that context. Moreover since acceleration (of rhythmic density at 
least) is an important aspect of performance practice, laykart as rhythmic 
variation is often dependent on the process of laykart as increase in rhythmic 
density. Most aspects of laykart are thus dependent at least conceptually on the 
idea of a tdl performed at steady tempo. Laykdrtis not an alteration in the rate of 
succession of the tdl; one of its most important aspects is, on the contrary, the 
stepwise increase in rhythmic density relative to the tdVs notionally stable 
tempo. 

Belonging to the same conceptual apparatus is the idea that notes are depend¬ 
ent on syllables; and that those syllables may in principle be added, subtracted, 
multiplied, or permutated within the tdVs metric framework. There is therefore a 
clear association between the division-based laykdrt techniques I will describe 
below and syllabic style. These ideas may be traced back a long way in Indian 
musicological thought; they may also be demonstrated in much of the modem 
North Indian music discussed in this book. Although not all North Indian music 
operates according to these principles, division-based laykdrt techniques are 

^ KdrX is defined as ‘a suffix denoting performance of an act or a doer’ (Chaturvedi and Tiwari 
1986:132), or as ‘doing, making, performing work’ (McGregor 1993:192). 
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used in many genres, especially in dhrupad-dhamar, instrumental gat, and solo 
percussion and kathak dance repertoires. Many of the techniques described 
below are in fact more typical of South Indian than they are of Hindustani 
music. They are however used increasingly in the latter, especially in modem 
instrumental styles, as North Indian musicians incorporate techniques from 
South India and from solo percussion repertoires (and thus perhaps indirectly 
from kathak dance). 

In considering the various laykdrT techniques, it is worth bearing in mind that 
the application of these techniques is constrained by absolute rhythmic density. 
LaykdrT techniques are used to create interest in different ways in different 
contexts, depending on the rhythmic density. At low densities, interest is created 
by the combination of bols, by rhythmic variety, ornamentation, syncopation, 
and rubato. At higher densities, this is effected by speed itself, and by placement 
of accents (including cross-rhythmic accenting). Thus while laykdrT may be 
understood in some cases as a process of acceleration, taking the music from 
low to high rhythmic densities, the techniques employed vary according to the 
stage reached within that progression. 

The most important laykdrT concepts involve, in brief: 

• ‘Divisive laykdrT’; i.e. the variation of lay ratio, 

• Rhythmic grouping and patterning, 

• Ordering and manipulation of rhythmic groups; including repetition, per¬ 
mutation (prastdr^), and ‘shape’ (yati\ 

• Cadential techniques; especially varieties of tihdT (triple repetition). 


10.2 Divisive laykari: definition and variation of lay ratio 

The most common usage of the term laykdrT is to denote any type of rhythmic 
play involving a change in rhythmic density or lay ratio (thus for example, the 
density of notes may increase from 2 per mdtrd to 3 per mdtrd, the lay ratio from 
2:1 to 3:1). Surface rhythm in North Indian music’s most syllabic styles is 
dependent on a further division of the highest metrically significant level (‘tactus’ 
or ‘beat’)—^typically the mdtrd ^ but often a 4, 2, ^ or ^ mdtrd pulse. The most 
common levels of division of this beat lie between 1:1 and 8:1 (although they 
may exceed this in exceptional circumstances). The range of divisions is limited 
by practical considerations—^for example rhythmic density rarely exceeds 400 
bols/vc^, in vocal music or 720 bols/mm.. in instrumental, due to physical 
limitations—^and the choice of division depends partly on the degree of rhythmic 
complexity intended by the artist. 

Such procedures may be considered from a number of different perspectives. 
First, the change in speed level (this level or ratio is itself often referred to as ‘the 
laykdrT’ or ‘the lay’, but I have called it ^lay ratio’ in this work) implies a focus on 

^ Lit. ‘spreading, extent’. ^ Lit. ‘restraint, caesura’. 
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the rhythmic aspect of development, and tends to be accompanied by one or 
more rhythmic manipulation techniques; secondly it may be considered in the 
context of the widespread tendency to acceleration in HindusttoT music 
performance practice. 

Thus the process of increasing the lay ratio by steps, with respect to a 
relatively stable tempo, not only constitutes rhythmic variation in itself; it is 
also one method of achieving the required increase in rhythmic density, and may 
provide the link between low density and high density development techniques. 
Thus, for example, in Maihar ghardnd instrumental style the development of the 
vilambit gat generally includes a passage of stepped increases in lay ratio, which 
effectively hnks the low density, melismatic vistdr with the high density, syllabic 
tans. 

The 'supra-metric’ pxilse level, generated by division of the mdtrd and forming 
the basis of surface rhythm in laykdri, may be represented in dot notation form 
by a row of dots placed above the grid representing the metric structure, as in 
Example 10.1. 


fffff ff 


surface rhythm 


relationship defines lay ratio (here 3:1) 



til 


Example 10.1 An illustration of the relationship between tdl and surface rhythm in 
‘divisive laykdrV 


10.2.1 Terminology 

The terminology of laykdrT is diverse, and can work in one of two ways. First, 
laykdri may be defined simply by the rate of subdivision of the beat, as in Table 
10.1, column 2 (Gottlieb uses the term ‘daija of lay’, i.e. levels of lay, for these 
different divisions; see 1977:45). Most of these terms are everyday Hindi words 
for double, triple, and so on: 'dugm\ for example means double. In most cases 
"dugun" implies playing 2 notes per mdtrd, although in fact dugun can mean one 
or more of three things: either 2 pulses per mdtrd', 2 pulses per beat; or double the 
preceding density. These may amount to the same thing, but where they do not 
there is some potential for confusion. 

Another way of reckoning laykdrT is more qualitative, and involves classifica¬ 
tion of the rate of subdivision into multiples or fractions of either 3,4,5,7, or 9;"^ 
this avoids the problem of confusion over the identity of the "beat’. This quality 

^ Note that although a group of six may be regarded as the sum as two 3s, and eight of two 4s, nine 
belongs to a separate category, subdivided 4 + 5 (i.e. a grouping of three 3s would be regarded as a 
deviation from the norm). 
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is called the jati (lit. ‘class’), and there are five recognized jatis\ trysara or tisra 
(division into multiples or fractions of 3), caturasra (of 4), khanda (of 5), misra 
(of 7), and sahkirna (of 9). This system of terminology is more common in South 
Indian music, but is also sometimes employed in the North Indian tradition. 
There is also a third way of naming laykarTs, according to a principle related to 
that of jdtL Here any binary subdivision is bardbar, ternary subdivisions are 
dr (or drf lay\ quintal subdivisions are kudr (-f lay) and septimal vidr (-f lay).^ 
These terminologies are compared in Table 10.1.^ 

A laykdrf may also have yet another type of designation, if the rhythmic 
pattern corresponds to the chand (accentual pattern) of another tdl For in¬ 
stance, ipldcymgjhaptdl style phrases (grouped 2323) against a tmtdl framework 
is called 'jhaptdl chand\ and similarly ektdl, rupak, dipcandi, and dhamdr chands 
are recognized.^ 


Table 10.1 Three types of terminology describing division of the tdl in laykari 


lay ratio 

Laykari terminology 


relative speed 

lay 

jati 

1:2 

thdh 

bardbar 


3:4 

paunegun 

dr 

tisra 

1:1 

ekgm* thdh 

bardbar 


5:4 

savdgun, savdi 

kudr 

khanda 

3:2 

derhgun, derhi 

dr 

tisra 

1-A 

paunedugm 

vidr 

misra 

2:1 

dugun 

bardbar 

caturasra 

5:2 

arhdigtm 

kudr 

khanda 

3:1 

tigm 

dr 

tisra 

7:2 

sdrhetigun 

vidr 

misra 

4:1 

caugun 

bardbar 

caturasra 

5:1 

pdncgm 

kudr 

khanda 

6:1 

chegun 

dr 

tisra 

7:1 

sdtgun 

vidr 

misra 

8:1 

dthgun 

bardbar 

caturasra 

9:1 

naugun 


sankirna 

12:1 

bdrahgun 

{mahd-)dr 

tisra 


* ^EkgurC according to Gottlieb: Srivastav gives thdh (lit. depth) for this category (1980:51). 


^ Some musicians take dri lay to mean, not ‘triplet rhythm’, but uneven rhythm without a simple 
mathematical relationship with the tdl. See Gottlieb (1977:204), and visam, below. 

^ Literally, bardbar = ‘even’, dr (drd) — ‘oblique’, ku~= ‘deficient’, yU— ‘intensified’ (Chaturvedi 
and Tiwari 1986). 

^ Gottlieb clarifies much of the terminological confusion. A similar chart appears in his work 
(1977:45). 

* Kippen quotes Ustad Afaq Hussain, tabid player of the Lucknow bdj, giving four chand 
categories; jhaptdl chand (1, 2, or 4 mdtrds into 5 parts), dddrd chand (into 6 parts), rupak chand (7 
parts) and kaharyd chand (8 parts) (1988:169-70). See also Ghosh (1968:66). 
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Not only are these sets of terminologies used, but so too are a handful of other 
terms. Thus a quintal division {khanda jdti) may be called ^jhampak\ and a 
septimal division {misra jdti) 'jhulnd^? The Panjdb tabid bdj call one type of 
division into 7s ‘gft ahg\^^ while the Banaras bdj have yet more terms; Kishan 
Maharaj apparently uses ‘kudf for divisions of 9, in which case 'savdf is used m 
its place for 5s. Other Banaras terms include bartha for the division into 9s and 
padma dr or divya sahkfrna for lls.^^ Gottlieb also gives the following; mahd- 
kudr (10:1) and mahd-vidr (14:1) (1977:44). Even laykdrTs not hsted here may 
be attempted, 5:3,7:5, and so on, but they are so rare as not to warrant specific 
designations. 

10.2.2 Usage 

Divisive /qy/cdrf has an important role in acceleration and performance process 
in general, in several genres. These include dhrupad^ dhamdr, the more syllabic 
khydl styles, instrumental gat, solo tabid, and pakhdvaj and kathak dance. 
Although overall, a wide variety of levels may be employed, in any single 
performance it is rare that one hears more than three or four different levels 
(e.g. 2:1, 3:1, and 4:1; or 2:1, 4:1, 6:1, and 8:1). Divisions into 5 or 7 parts 
{khanda and misra jdtis) are somewhat rare,^^ and those into 9 {sahktrna jdti) 
exceedingly so. The use of five or more levels in one performance is also some¬ 
what unusual, although more common in instrumental than vocal music. 

The performance schemes illustrated in Examples 10.2 and 10.3 highlight 
passages of divisive laykdrT, and the different levels employed. The first (10.2) 
is taken from a dhamdr performance by Bidur Mallik, and illustrates how the 
divisive laykdrT is used to accelerate the rhythmic density dramaticaUy against a 
relatively stable tempo. A similar process is illustrated in the vilambit gat 
performance illustrated in Example 10.3, which is from a recording by Ravi 
Shankar. The lay ratio increases from 6:1 to 12:1 while the tempo remains 
stable, then falls to a typical level of 8:1 for tdns, allowing the tempo itself to 
increase in the latter part of the performance. 

^ These terms from dhrupad singer Nimai Chand Boral, via Widdess (personal communication); 
jhubtd is also mentioned in Gottlieb (1977:42). Note the phonetic similarity and possible etymolo¬ 
gical connection between the terms jhampak and jhaptdl (also sometimes jhamptat), and between 
jhiUnd and jhumrd. 

The Panjdb bdj recognizes 2 different styles of misra jdti (septuplet) rhythms; git ang, where one 
mdtrd is divided into 7 equal parts with no bakra cross-rhythms, and (kpcandi chand, where the 
groups of 7 create cross-rhythms when set against groups of 4 or 8 mdtrds (Gottlieb 1977:62, 82). 

See Gottlieb (1977:42-3). 

The use of laykdris employing divisions of 5 and 7 particularly, has in some cases been 
influenced by the South Indian practice called 'gati (bheda)' and "nadai svara\ This is particularly 
true in the case of Maihar ghardnd instrumental styles. Marcie Frishman writes of South Indian 
music ‘The term gati or nadai indicates the pulsing, ie. the number of matras in each akshara of an 
avart. There are five varieties of gati’ (1985:12). (Note the different usage of terms in Kamatak 
music, where 'aksard is the equivalent of the Hindustani 'mdtrd, which is used here for the supra- 
metric pulse; North Indian music has no generally accepted term for the latter.) Cf. L. Shankar 
(1974:90), Brown (1965:13) and Sambamoorthy (1964:100). 
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iayratio 4:1 6:1 6/8/4:l 



Example 10.2 An illustration of the role of ‘divisive’ laykarl ’m accelerating rhythmic 
density, from a dhamar performance by Bidur Mallik of rag jaiJaivantT in dhamar tdl 


/ay ratio (x:l) 3 6 7 12 8 



Example 10.3 An illustration of the role of ‘divisive’ laykari in accelerating rhythmic 
density, from a sitar vilambit gat performance by Ravi Shankar of rag khamdj in tfrital 



LaykarT: rhythmic variation 


159 


10.2.3 Lay bant 

Lay bant is a special technique involving diminution of the bandis to double, 
triple, and/or quadruple speed within an unchanging tal structure.It is ex¬ 
tremely rare in practice, since it is really appropriate only to the syllabic bandis 
structures encountered in dhrupad, yet the most famous dhrupad performers 
(namely the Dagar family) regard lay bant as too contrived a technique to use 
in performance.^"^ Lay bant is nevertheless heard on occasions, particuleirly in the 
singing of Darbhanga style dhrupad singers such as Bidur Malhk. 

10.2.4 Rhythmic patterns and grouping structure 

Techniques involving repetition and permutation are a common feature of 
laykdrf, and these are all dependent on the establishment and recognition of 
rhythmic groups, patterns, and phrases.^^ All surface rhythm patterns may be 
analysed in terms of their grouping and phrase structure and the relationship 
of this to the metric framework. In the case of laykarT techniques, grouping 
structure is particularly amenable to analysis, particularly since this structure 
has generally been consciously generated by the performer with reference to 
the tdL 

The study of rhythmic patterns has always presented a problem in Western 
musicology, where the urge to devise a system enabling reduction of all rhythm 
to a finite number of primary patterns (analogous to the Greek system of 
poetic feet) has remained unfulfilled.^^ It is similarly inappropriate to attempt 
to devise such a classificatory system for Hindustani music. Even if one were to 
limit oneself to rhythm built up of simple syllabic blocks whose place in the 
metric scheme is unambiguously defined, such a classification would be at best 
irrelevant to the real musical processes involved, since rhythm is rarely if ever 
conceived as a string of durable patterns. 

In this context it is most profitable to look first at how and why rhythmic 
groups are formed, taking as a starting point the undifferentiated stream of 
pulses generated by the division of the tal; then at how these groups may be 
combined into larger groups or phrases; and finally how the stream of pulses 
may be broken up by either rests or sustained notes on the one hand, or by 
further subdivision on the other, to produce more complex rhythmic patterns. 

Comparable to the South Indian technique of trikdla(m), playing compositions or phrases at 
three speed levels. See L. Shankar (1974:98), Brown (1965:14), and Widdess (1977). 

Ritwik Sanyal (personal communication). 

The term ‘group’ is used here to refer to patterns of notes of equal length—^usually 2, 3, or 
4—^which may be combined or transformed into longer and/or more complex ‘phrases’. 

The best known of such attempts, which actually employed this Greek system of prosody, was 
that of Cooper and Meyer (1960). Many subsequent writers have criticized their method: see e.g. 
Lerdahl and Jackendotf (1983:26-7) and Kolinski (1973:495). As Yeston wrote more than 20 years 
ago, ‘A theoretical basis for determining a finite number of primary rhythmic patterns such that any 
other design must be an aggregate of two or more of these patterns has never been adequately 
specified’ (1976:12). 
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An assumption underlying my analytical approach is therefore that rhythmic 
patterns composed of notes or syllables of different lengths are best analysed not 
as the sum of different note values, but rather as the result of transformation of 
an undifferentiated rhythmic stream (by, for instance, doubling or omitting 
notes). 

Western notation imphes a succession of notes of various relative durations; 
Indian sargam notation is less precise rhythmically, and generally defines only 
the articulation point of a syllable, and the number of matrds elapsing before the 
next such articulation. This reflects the fact that whether a note is prolonged or 
followed by rest is of secondary importance: the point at which the syllable is 
initiated (and therefore is related to the metric structure), is primary, and the rest 
or sustain which follows can be regarded as the non-articulation of the following 
pulse. 

Once a lay ratio has been decided—say 3:1—^the next stage of rhythmic 
transformation is the definition of rhythmic groups. The human cognitive 
tendency to group subjectively any sequence of rhythmic impulses is well known, 
and that tendency is even greater when these impulses have been generated by 
division of matrds; the conceptual organization of pulses into groups coinciding 
with the matrds is a simple matter, and this forms in practice a kind of 'default’ 
grouping structure in laykdrT (Exeunple 10.4). 


surface rhythm 


default’ grouping in 3s 



tal 


Example 10,4 An illustration of a ‘default’ grouping pattern for surface rhythm pulses 
in divisive laykarT 


With grouping determined by the mdtrd divisions (patterns derived in this way 
are described as sTdhd, lit. 'straight’), the place of dynamic accents in defining 
grouping structure is minimal, although they may be used to emphasize the fact 
that grouping follows the mdtrd division. Accenting does play a far more 
important role in defining grouping where that grouping runs contrary to the 
mdtrd division (called vakra or bakra, lit. 'crooked’): in this case the first element 
of each group is emphasized. Thus if the 'default’ grouping in 3s of the tigun 

Cf. Frishman on South Indian music ‘A kdrvai is a rest or a gap, also thought of as an unspoken 
syllable’ (1985:15). 

This again seems to be determined by psychological factors: Mursell writes that when an accent 
is produced by intensity, it is perceived at the beginning of a ‘unit group’ (1937:172). He goes on 
to contrast dynamic with durational accents, where the lengthened note is perceived at the end of 
the group (many of my examples include just such a durational accent at the end of a group or 
phrase). 
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example (Ex. 10.4) is to be disrupted, this is conveyed either by dynamic accents 
(Example 10.5),^^ by word breaks or by melodic grouping. 


> > 


surface rhythm 


. 3 , , 3, , 3, , 4 „ 4 .. 4 . grouping switched to 4s by accenting 



tat 


Example 10.5 An illustration of bakra (syncopated or contra-metric) grouping of 
surface rhythm pulses in divisive laykarf 

In laykdri which employs division into 5, 7, or 9 parts, a subdivision of these 
pulses into 2 + 3, 3 + 4 (or 3 + 2 + 2), or 4 + 5 (or 4 + 2 + 3) respectively is 
implied by the jdti classification. Thus there is a strong tendency to subdivide a 
group of 5 into an iambic 2 + 3, with (where necessary, i.e. in contrametric 
patterns) a strong accent on the first and a weaker accent on the third pulse 
of the group. The subdivision may be reversed (i.e. to 3 + 2), but only for special 
effect, the iambic variety being much more common (Table 10.2).^® 


Table 10.2 Jdti groupings, and their implicit iambic subdivisions 


no. in group 

classification 

subdivided 

3 

tisra jdti 

_ 

4 

caturasra jdti 

(2 + 2) 

5 

khanda jdti 

2 + 3 

7 

misra jdti 

3 + 4(3 + 2 + 2) 

9 

sankfrna jdti 

4 + 5 (4+2 + 3) 


This suggests that any stream of rhythmic impulses will tend to be broken 
down ultimately into groups of 2, 3, or 4, although larger (subdivided) groups 
such as 5, 7, and 9 are also recognized. The tendency to subdivide seems to be 
partly dependent on speed; thus a 4-pulse group is acceptable at high speed, but 
slowed down it will tend to be divided into 2 + 2. This in turn suggests a two-tier 
organization; 2,3, and 4-pulse units are added together to form longer ‘phrases’, 
and conversely leirger groups are broken down into smaller subgroups of 2, 3, 
and 4 pulses. Example 10.6 illustrates just such a two-tier grouping structure. 

This process is recognized explicitly in South Indian music—^see the examples given by L. 
Shankar (1974:91 ff.). 

This preference for iambic patterns also applies to many tdl structures; for example jhaptats 
10 mdtrds are grouped 2 + 3 + 2 + 3, not 3 + 2 + 3 + 2. This is not universally true: an example of 
the converse situation is found in Korean traditional music, where ‘the lines of the melodic instru¬ 
ments invariably divide the quintuple meter into a group if three plus a group of two..(Lee 
1981:121). 
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3 22 3 223 22 subgrouping into 3+2+2 

>>>>>>>>> 

*.* .• .* ******* grouping in 7s 

Example 10.6 An illustration of the subdivision of 7-pulse groups into a pattern of 
3 + 2 + 2, generating a two-tier grouping structure 


An interesting factor emerges in these cases: where a particular grouping 
structure is repeated, and that grouping is itself organized into a two-level 
hierarchical structure, the organization of surface rhythmic groups is in effect 
quasi-metric, and seems to follow principles shared with the structures of the tals 
themselves, such as that of iambic subdivision. The logical implication of this is 
that it is possible for a tabid player actually to play the thekd of one tdl within 
another tdl, simply by choosing the appropriate laykdrT division. This is indeed 
something practised by many tabid players; moreover the use of repeated group¬ 
ing patterns such as3 + 2 + 2or2 + 3 + 2 + 3in laykdrT is referred to in the tabid 
repertoire as playing in a particular chand, and this chand is identified with the tdl 
which shares this grouping structure (see above). 


10.3 Generation and variation of rhythmic patterns 

Playing at any given lay ratio, a soloist has the option of playing phrases of any 
length within the cycle, divided by rests (unarticulated pulses) of any length; he 
may play a simple rhythmic pattern, consisting of notes of equal length; or he 
may leave some pulses unarticulated and/or subdivide others; he may play in 
groups according to the mdtrd subdivision (sTdhd), or use means including 
dynamic accents to indicate a different grouping structure (vakra). Some poss¬ 
ibilities which may be encountered in tigm (3:1) are illustrated in Example 10.7. 
Of these examples, (a) demonstrates a simple Triplet’ rhythm generated at 3:1 
(sTdhd); (b) alters this grouping with a dynamic accent (vakra); (c) modifies the 
original pattern by means of further subdivision; and (d) sustains a note, leaving 
a pulse unarticulated. 

Example 10.8 shows some of these processes at work in a piece of khydl bol 
bdnt in tigm, from a performance by Veena Sahasrabuddhe in rdg srL A group¬ 
ing in 3s is adopted at the start, in each case with two syllables sung on the first 
and third of the group (in this instance the second pulse of the group is 
articulated with the vowel of the preceding syllable). This grouping shifts to 
the vakra 2 + 2 + 2 (from c. 106, m. 5); the concluding tihdTis sung in the original 
2+1 grouping, but with the first note held rather than rearticulated with the 
vowel sound. 

Example 10.9 again illustrates how a division of the mdtrd is used as the basis 
of further manipulation, this time in a dhrupad performance by the Dagar 
Brothers. This episode appears to start in caugm (4:1), but settles down to 
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3 3 

mm 


j I_I 


3 + 3 


mm rhythmic patterns 

j grovq)mg 


2 + 4 


surface rhythm (3:1) 
pulse 


3 3 

im rm 


J r— J—» 

m J J> 


rhythmic patterns 

surface rhythm (3:1) 
ri/pulse 


Example 10.7 Various rhythmic patterns generated from a surface rhythm pulse at 
3:1 (tigm) 

J=104MM 

rqpak til: 7 matris, 3+2+2 


cl06 


cl07 


cl 08 


“?- 2 - 3 -1 

3 3 3 

S7} J7i rn \ 

1 4 5 1 6 > 

3 3 3 3 

\rn rn \rn rn 


sa-ja su-ra ta-la 

pa-da sah-gl- ta- sa-dha 


x/o 

l1 .. |2 


7 2 3^ 

'4 5 * 6 7 


3 ^ 

jn J J) jn 1 

1 3 r-^ 3~^t “3 H 

IT\ J J)J i) 


- su - ri- ta an- ta - ra prem - ka sa-ja 

7 

_ 

x/o 

1 |2 

, x/o 

“i 5 3 

'4 5 *6 7 

n 

X'ii'iXX 

1 r—J—1 r—J— II— J—1 

J J J) J i)J i) + 

su-ra ta-la sa-ja 

su-ra ta-la sa-ja su-ra 

_11_ 

(tal) 


Example 10.8 An illustration of bol bant in tigm\ from a khyal performance by Veena 
Sahasrabuddhe of rag m in rupak tdl (Audio Example 30) 


dugm (2:1) with occasional pulses subdivided. Besides this subdivision, fre¬ 
quent use is made of syncopation, indicated both by the dynamic accents and the 
word breaks. The integration of textual and rhythmic process in dhrupad bol 
bant is apparent here. 






j = 64MM 

iftutil: 12 niBtrBSt 2+2+2+2+2+2 


6 


3_ 

9 W 


12 


4 


j—-O—i j~] . m i j^ j j'3- ij 4 

nu)- muraliya kaise,baje,kaise baje mura liya kaise, ba je,kai se, kaise baje, kai se,ba 


| 0 

w' 


10 


11 


12 


i Tl —I —i-2-J^— ^2 — 

ie, kai se, kai se,ba— je mu rali ya 


n ( 7i .j ~ 3 - i X- 

kaise ba je,kai se, ba— je mu- 


> contrametric (syncopated) accent 


illustration of bol bant. From a dhrupad performance by the Dagar Brothers of rag jaijaivantf in c 
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Example 10.10 illustrates similar processes in an instrumental performance, in 
this case a santur performance by Shiv Kumar Sharma. In this extract Sharma 
plays a simple 8-beat pattern {a\ but these 8 'beats’ occupy only 5 matras of 
the tal (thus establishing the extremely rare lay ratio of 8:5). He varies this 
further by interpolating tans in the first half of the cycle, retaining this ratio (b)\ 
and finally brings the passage of improvisation to a close by switching back to a 
A:\lay ratio and finishing with a tihdL While this episode is unusually complex 
for instrumental performance (let alone vocal), this demonstrates the type and 
level of rhythmic complexity the system facilitates for the most accomplished 
performers. 


Jr: 128 MM 

jhaptal: 10 matdis, 2+3+2+3 


(a) basic pattern 

_ 


w 


•a;5- 


-a;5- 




X 

; 


(b) variants include 

•- s:5 - 


(c) climax with tihai 


•8:5- 


8:5- 


jrr3jj> J j j>JTr3JTn 


I rpt above 

iCTJTOinjTOmiJ’fs |j 

I_11_It_I 

1 2 3 

Example 10.10 An example of laykarl From a performance by Shiv Kumar Sharma 
{santur) in rag midn kf malhdr Jhaptal (Audio Example 32) 


10.3.1 Variation and development 

In performance, rhythmic ideas may be varied and developed in a number of 
ways. For instance, having introduced a particular rhythmic pattern, the artist 
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can carry out one of several operations on it, as illustrated in Example 10.11. 
Most of the principles of repetition (with or without expansion, contraction, 
change of lay or change to the off-beat) and rearrangement illustrated here have 
been explained above or are self-explanatory.^^ The last of these, yati, is less 
obvious, and deserves a short explanation. 

10.3.2 Yati 

Yati is an organizational concept, more familiar in South Indian music but 
nevertheless appUed in some circumstances in the North Indian tradition. Yati 
is a principle according to which rhythmic phrases or other formal elements may 
be combined; for example with elements all of equal length, or arranged short- 
long-short, or in some other arrangement. In South Indian music the concept 
applies mainly to rhythmic phrases of different lengths (or to the classification of 
tdl, see Subramaniam 1995:73-5); in North Indian percussion repertoires it 
applies as commonly to phrases of different lay, A Hst of the six yatis according 
to South Indian tradition is given here as Table 10.3.^^ 

These six classes of yati provide a tool for describing the arrangements of 
rhythmic phrases in South Indian music.^^ Two North Indian writers who have 
mentioned yati in the context of solo percussion repertoires are Pagaldas 
(1967:10-12) and Alkutkar (c.l960:10-11). Both defineyar/as the organization 
of phrases of a different lay, rather than length (the latter, according to Chaud- 
hary, was the original meaning of the term; 1997:142-3); both give five classes, 
omitting visama (which is presumably redundant for their prescriptive pur¬ 
poses). The list in Table 10.4 is taken from Alkutkar. 

Perhaps because North Indian music features fewer pre-composed rhythmic 
variations than South Indian, the place of yati in Hindustani music is very 
limited. However it does have a place in the percussion repertoire, and also in 


Table 10.3 Six classes of yati, interpreted as the organization of 
phrases of different length 


yati 

literal meaning 

musical meaning 

soma 

equal 

all elements equal length 

visama 

unequal 

irregular arrangement of elements 

gopuccha 

cow’s tail 

elements arranged long to short 

srotovaha 

river 

elements arranged short to long 

mridahga 

barrel drum 

elements arranged short-long-short 

damaru 

hourglass drum 

elements arranged long-short-long 


Kippen lists the following ‘methods of rearrangement’ (for Lucknow baj tabid)', permutation of 
bob, substitution of bob, repetition of phrases, and introduction of gaps (1985:411 ff.). 

See Frishman 1985:13; Subramaniam 1995:73-5; and Sambamoorthy 1964:107 ff. Yati is one 
of the tala dasa prana, the ‘ten vital breaths of tal’, often cited by South Indian theorists. 

See e.g. Wade (19846:42) and Brown (1965:14). 
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Examples of some of the most common processes by which rhythmic patterns are modified 
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Table 10,4 Five classes of yati, interpreted as the organization of phrases of different 
speed 


yati 

literal meaning 

musical meaning 

samd 

equal 

elements of equal lay 

srotovahd* 

river 

elements arranged vilambit to drut (slow to fast) 

mrdahg 

barrel drum 

elements arranged drut-vilarhbiUdrut 

pipTlikd 

ant 

elements arranged vilambiudrut-madhya 

gopucchd 

cow’s tail 

elements arranged drut-vilambit 


* Given as "srotogat^ in Pagaldas (1967:10-12). 


instrumental music to some extent, probably as a result of influence from South 
India and/or solo drumming. Example 10.12 is an example of this type, in which a 
simple phrase is played at/ay ratios of4:1,3: l,and2:1 against the ma?ra pulse. 
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Example 10.12 An example of 'gopuccha yatf (phrases arranged fast to slow), from a 
madhya lay gat performance by Deepak Choudhury of rag tilak kamod in rupak tdl 
(Audio Example 33 illustrates three successive tihais, of which this example is the last) 


10.3.3 Cadential techniques 

Since development in nibaddh forms is organized into episodes punctuated by 
refrains, cadential patterns often provide a link from improvised development 
back to the refrain. (They also—^in melismatic styles—often help to re-establish 
the relationship of surface rhythm with the tdl) A cadential pattern is in effect 
an anacrusis, which prepares the listener for the structurally important beat 
which follows. This may be achieved in a number of ways, for instance by an 
increased use of contrametric accents before sam (see e.g. Example 10.9, c. 28, m. 
9-12). In some styles, performers simply use the mukhrd as a cadence, and either 
end their improvisation before the mukhrd, or perhaps elide with its start. Often, 
however, specialized cadential techniques are employed. The most common 
of these involve phrases played three times, which are called tihdls (lit. ‘one- 
third’).^'^ 
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Also called tfyd. 
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10.3.4 Tihat 

A tihaiis a rhythmic phrase^^ played a total of three times, constructed so as to 
end on or just before a structurally important point in the tdl cycle (usually on 
sam or just before the mukhrd). The tihdf in its simplest form is an exact triple 
repetition of melodic, textual, and rhythmic material. It is not uncommon in 
practice however, for one or more of these parameters to be varied (including the 
rhythmic group itself in improvised tihdTs, as the artist strives to ensure that the 
pattern will end at the correct point). 

There is no limit to the length or complexity of a tihdi; for example they are 
used in different lay ratios, and may employ syncopation (a common variety 
features a shift of accents to the off-beat for the second element, returning to the 
beat on the third). The use or absence of rests between elements is also a factor— 
tihdis with no rest between elements are called bedam (Kt. 'without a breath’), 
those with rests are damddr (lit. 'with a breath’). The only limits are those 
imposed by the norms of performance practice of particular genres and styles, 
and particular musicians’ technical facility. 

Tihdis are common in more syllabic styles, but a syllabic rhythmic style does 
not necessarily imply widespread use of tihdis; for instance, many dhrupad 
singers use the r/Aaf quite sparingly. The tihdi v& a common feature of percussion 
solos and of kathak dance: it is also particularly common in hori dhamdr, some 
dhrupad, khydl, and tardnd styles, and many instrumental gat styles.^^ A simple 
tihdi from a sddrd performemce by K. G. Ginde is illustrated in Example 10.13; 
Example 10.14 features an almost identical instrumental tihdi from a perform¬ 
ance by Nikhil Baneijee (sitdr) in rdg megh. 
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Example 10,13 A simple tihdi in jhaptdl, from a sddrd performance by K. G. Ginde of 
rdg khat (Audio Example 34) 

Tihdis need not end on sam\ Example 10.15 illustrates an example of impro¬ 
visation in pdhcgun (5:1) concluded by a tihdi timed to ehde with the mukhrd. In 
this piece, mdtrds 3-11 inclusive are in pdhcgun, of which m. 3-6 are in straight 

The phrase is called a palld in the tabid repertoire; see Gottlieb (1977:63). Nijenhuis reports the 
use of the term mohra in this sense (1974:60). 

Tihdis are also vised in South Indian music, where they are called mord. 
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Example 10.14 A simple tihaT in jhaptdl, from a sitdr performance by Nikhil Baneijee 
of rdg megh (Audio Example 35) 
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Example 10.15 An extract of improvised development from a tintdl vilambit gat in rdg 
bhairavT by Deepak Choudhury (Audio Example 36) 

5:1 isTdhd\ with the basic or ‘default’ 2 + 3 subdivision. This pattern is then 
disturbed in m. 7-8 by cross-rhythmic accents, and m. 9-11 comprise a tihdu The 
tihdi is made up of a simple five-note phrase, which elides with the mukhra, 
(Other examples of tihdfs have already been introduced in Examples 9.3,9.5,9.8, 
10.8, and 10.10.) 

10.3.5 Cakkarddr and nauhdr tihdfs 

The cakkarddr (lit. ‘circular, round-about’) tihdi is a special variety, popular in 
the kathak and t(d)ld repertoires, in which each element is itself composed of a 
short tihdi, usually preceded by a short introductory phrase. The tihdi of each of 
the first two elements finishes either before or after sam, so that only the third 
lands on samP Tihdis of this type may also be referred to as nauhdr, since they 

Cf. Gottlieb; ‘the phrase lengths do not correspond with the divisions of the time-cycle* 
(1977:51). See also Brown (1965). 
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A nauhar tihaf, from a dhamar performance by Bidiir Mallik of rag jaijaivantXm dhamar tal (Audio Exa 
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have a total of nine (nau) short tihai elements.^* Example 10.16 illustrates a 
nauhar tihai from a dhamar performance by Bidur Mallik. 

Many modem instrumentalists use particularly elaborate forms of tihai to end 
performances; one such, as played by Shiv Kumar Sharma on the santur, is 
illustrated in Example 10.17. It begins with a long descending pattern repeated 
three times, before the cakkarddr tihai proper begins. Each element of the 
cakkardar consists of a tihai plus a short rest: furthermore each of these short 
tihdis contains a triple repetition on high Sa, making a total of 27 (3 x 3 x 3) sas. 
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Example 10.17 A concluding tihai from a drut gat performance by Shiv Kumar 
Sharma {santur) of rag bhupal todi in drut tintal (Audio Example 38) 


10.3.6 Sam and visam in laykdri 

In most laykdri, the soloist’s aim is to end a development episode either by 
returning to the mukhrd of the bandis, or by reaching a cadence on sam. Some 
musicians however, use a technique called visam, in which improvisations end 
deliberately just before or just after sam?^ Those ending before scan are 
described as andgat, and those which overshoot are atit?^ The technique is 
particularly appropriate to dhrupad or dhamar accompanied by 'sdth sangaf, 
where singer and pakhdvaj player both improvise simultaneously. In this case the 

^ Cf the tabid's "nau Dha' (nine Dha) tihai; Gottlieb (1977:63), 

^ This information on visam is from the dhrupad singer Ritwik Sanyal (personal commmunica- 
tion); the terms atit and andgat are confirmed in this sense by Roychoudhury (1975:2). Gottlieb uses 
the term visam for irregular (non-binary) divisions of the tdl (1977:42); see also visam yati above; 
while Danielou uses the same word to refer to the mid-point in the tdl cycle (1968:67). 

Cf. Gottlieb (1977:148), Chaudhary (1997:144-5). In South Indian music, these same terms 
are used to describe the starting points of compositions, when they begin either before or after the 
start of the cycle. See L. Shankar (1974:18) and Frishman (1985:13). 



LaykM: rhythmic variation 173 

singer may use visam in order to throw his accompanist off the tdl, in a spirit of 
friendly competition. Some instrumentahsts too use this technique, in deliber¬ 
ately constructing tihdis to end oS-sam, Example 10.18, from a performance by 
Deepak Choudhury of rag tilak kamod in rupak tdU illustrates a variety of 
'andgaf tihdT, which ends immediately before sam. 
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Example 10.18 An extract from a performance by Deepak Choudhury of rag tilak 
kamod in rupak tdl (Audio Example 39) 


10.4 Usage of laykdrT techniques 

There clearly exists a wealth of rhythmic variation techniques in North Indian 
music: these are not and cannot, however, be employed purely at the whim of the 
artist, but are associated with the aesthetic norms of genre and style, and must be 
consistent with development technique, tdl and lay. In practice, most perform¬ 
ances only use a limited selection of the laykdrT techniques available to the 
tradition as a whole. 

The more syllabic styles tend to use more laykdrT than melismatic styles (i.e. 
dhrupad, dhamdr, medium-fast khydl and tardnd use these techniques more than 
slow khydl and thumrT)\ and in general instrumental gat forms, being less limited 
by the employment of text, use the most laykdrT of aU. At the other end of the 
spectrum, some vilambit khydl and thumrT barely uses any techniques which 
could be described as laykdrT 
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In vocal genres which do allow extensive use of laykdrT, usage is largely 
dependent on that of the development techniques described in Chapter 9. For 
example in dhrupad and dhamar bol bant a number of techniques may be 
accommodated: shifts in lay ratio (including in some cases lay bant) contributing 
to overall acceleration; rhythmic grouping (here grouping is partly dependent on 
text distribution) and a limited amount of prastdr, plus tihdis and visam. 

Thus a variety of techniques may be used, but in practice (especially in 
dhrupad), such techniques will be used only where text allows. The balance is 
sUghtly different in dhamdr than in dhrupad, and the playful spirit of hori dhamar 
encourages the greater use of tihdis (as in Example 10.16 above). In tardnd the 
singer does not have the same limitations of text use, and can in theory use the 
full range of laykdrl techniques: in practice however, many singers perform 
tardnd exactly like chotd khydl, alternating the bandis with dkdr tdns and intro¬ 
ducing httle rhythmic play. Khydl performance may he anywhere on a con¬ 
tinuum from virtually no laykdrl, to a use of laykdrl comparable with dhrupad 
or instrumental gat performance. 

As we have seen, in instrumental forms the stroke patterns replace text in 
function to a considerable extent. Stroke patterns may be manipulated much 
more freely than text, without semantic limitations: as a result, most modem 
instrumental gat styles (in particular those of Maihar ghardnd musicians), have 
exploited laykdrl to a degree impossible for vocalists to emulate. Instrumental¬ 
ists have borrowed from the percussion (and, perhaps indirectly, kathak dance) 
repertoires, and from South Indian music, to extend the rhythmic vocabulary of 
North Indian music: techniques introduced in this way may include the cakkar- 
ddr and nauhdr tihdis, prastdr and yati, and to some extent the apphcation of 
divisive laykdrl (and certainly its jdti terminology). 

Examples 10.19 and 10.20 illustrate the usage of various /«y/:arr techniques in 
performance. The first (10.19) is taken from a medium tempo khydl performance 
by Veena Sahasrabuddhe (cf. Example 7.6), the second (10.20) from a vilambit 
gat played on sitdr by Ravi Shankar. Both are performances which use some¬ 
what more laykdrl than average for their genres, although not so much as to be 
considered atypical. It is easier (largely because of the distinctions in text use) to 
break Veena Sahasrabuddhe’s khydl performance down into clear stages than 
Ravi Shankar’s sitdr gat, which seems gradually to shift from vistdr to laykdrl 
and finally to tdns. This is typical of the two genres, as is the much greater use of 
tihdis in the sitdr recital—^which, not surprisingly, occur almost entirely in the 
laykdrl and tdn sections—^than in the khydl, where only two tihdis are used in the 
entire performance. The higher numbers in the lay ratios in the sitdr perform¬ 
ance reflect the lower metric tempo of the vilambit gat. 

10.4.1 Laykdrl in improvisation 

It is difficult to be more precise about the techniques which may be used in any 
particular genre; quite apart from variables of tdl and lay, there are differences 
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Example 10.19 Performance scheme of a khyal performance by Veena Sahasrabuddhe 
of rag srTin rupak tal, illustrating usage oftechniques (cf. Ex. 7.6) 
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Example 10.20 Performance scheme of a sitar vilambit gat performance by Ravi 
Shankar of rag khamaj in tfntah illustrating usage of laykari techniques 

in melodic and textual material which may limit rhythmic play, and considerable 
stylistic diversity between performers. There are, however, further issues to be 
addressed regarding laykari in the context of performance practice. These con¬ 
cern the structure of improvised episodes (starting and ending points, ways of 
dividing the tdl, cadences and returns to the mukhra or sam), and the use of 
computation in generating rhythmic variations. 

Various possibilities are available for structuring each episode of improvisa¬ 
tion. As for starting points, a new improvisation may begin at any point in 
the cycle, since before the introduction of a new episode, the statement of 
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the previous refrain may in practice end at any point in the cycle (although 
episodes tend to end shortly after sam); and this may be followed by a pause of 
any length. 

At the end of the episode the artist has more restraints. In most contexts he 
will link back to the refrain, by ending his improvisation (perhaps with a tihdt) 
either on sam, or shortly before the starting point of the mukhrd. Thus the latter 
part of an improvised episode is often concentrated on the composition of a 
suitable tihdi^ with which to rejoin the refrain. This is particularly true of laykdri 
in instrumental gats; in dhrupad the situation is similar but the cadence is less 
likely to involve a tihdl 

Each episode may be subdivided by other cadential patterns into ‘sub¬ 
episodes’; these are less likely to involve the mukhra and more likely to extend 
to scan (in dhrupad^ sometimes deliberately over- or undershooting; see visam 
above). Within each sub-episode the artist has the option of treating the tdl 
cycles in one of several ways, for instance; 

• Developing rhythmic ideas according to their own logic—or the logic of 
text distribution—^relying on his ability to recognize the place reached in the 
cycle and readjust to the tdl. 

• Constructing rhythmic variations with the tdl cycle in mind, i.e. multiplying 
the number of mdtrds (of the whole cycle, or those remaining in the cycle) by 
the lay ratio, in order to find the maximum number of syllables; then 
devising rhythmic patterns to fill the available space. 

• As above, but constructing variations to fill each vibhdg in turn rather than 
the cycle as a whole. 

10.4.2 Computation in laykdri 

The second and third possibilities here imply the use of some form of computa¬ 
tion in order to exploit the rhythmic possibilities of laykdri This is more apparent 
in the construction of tihdfs, where the length of the overall pattern is important, 
since it must end in a particular place. In theory it is possible to compute the 
necessary length for the basic element of a tihdi ending on sam, as follows: 

no. of mdtrds remaining until sam x lay ratio = total number of pulses 
(total no. of pulses -h 1) -r 3 = no. of pulses in basic tihdl element 

These two stages of computation will calculate the length of a pattern which, if 
played 3 times, will end with its final syllable or stroke on sam. For example if a 
musician wants to fill five mdtrds at a lay ratio of caugun (4:1), with a tihdl to end 
on sam, he may calculate; 

5 mdtrds @ 4:1 = 20 pulses 
(20 + 1) 3 = 7 pulses in each tihdl element 

Therefore, a 7-pulse pattern, without a gap between repetitions (bedam) will 
end on sam, after five mdtrds in caugun, on its third statement. This computation 
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is illustrated graphically in Example 10.21, with an example of a possible tihdL 
While this type of computation may be carried out in performance (or prepared 
in advance, i.e. pre-composed), more often than not musicians either apply 
patterns with which they are familiar—stock patterns, so to speak—or adjust 
or modify those familiar patterns in some way. The possibilities of computation 
and the manipulation of stock patterns are illustrated in a tradition of tabid solo 
performance, in which members of the audience may request the artist to play a 
particular type of composition—stipulating, for example, the length of a tihdu 
This is called a farmdis (commission), and pieces composed in this way are called 
farmdisL See Kippen (1988:101), Gottlieb (1977:127). 
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Example 10.21 The use of computation in generating a 5-mdtrd tihdf at caugun 


Musicians who are trained in styles which employ laykdrl techniques a great 
deal, learn a large number of composed patterns for tihdTs from their masters, 
and hear many more. An experienced improviser of tihdTs would not therefore 
have to make the computation above, since he would know instinctively (i.e. 
through learning, practice, and experience), a variety of 5-mdtrd tihdf patterns. 
He could to use the knowledge that a 7-pulse pattern works out as a 5-mdtrd tihdf 
in caugun as the starting point of further variation (such as playing a familiar 
5-mdtrd pattern over 6 mdtrds, using two ^ mdtrd rests between repetitions). This 
type of variation and adaptation is more typical of laykdrf in practice than more 
complicated models of computation: the computation generates the pattern, but 
that does not mean that a musician actually has to do the mathematics on each 
occasion. 


10.5 Summary 

The term laykdrf has a range of meanings; it is most commonly taken to signify 
the use of one or more rhythmic variation techniques, and describes music in 
which rhythmic play is a major component. As we have seen in earlier chapters 
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however, this concept is also associated with a particular ‘syllabic’ model of 
rhythmic organization, in which /ajfcarf defines the relationship between tal and 
surface rhythm. In this context acceleration is effected by an increase in the ratio 
between surface rhythmic density and tempo—the Hay ratio’—^and hence laykdri 
is also closely associated with this acceleration process. 

The most common type of involves a conceptual and practical division 

of the tal, which generates a supra-metric pulse level. Surface rhythmic patterns 
are created by further manipulation of this pulse level; such manipulation 
involves either variation of the grouping patterns which are inferred on the basis 
of the M/’s basic pulse level, by means including dynamic accents; further 
subdivision of this pulse (e.g. stroke doubling); or sustaining notes and/or 
leaving rests. The rhythmic patterns generated by means of these processes 
may be repeated, varied, and/or organized according to principles such as 
prastdr (permutation), and yati (‘shape’). 

Cadential patterns play an important role in performance practice, associated 
with the improvisatory nature of development and its episodic structure; they 
form, therefore, an important component of laykdrL The most common caden¬ 
tial type is the tihdi, which is based on the principle of triple repetition (a 
rhythmic phrase is stated a total of three times, ending on or just before a 
structurally important beat). The tihaT has many forms in practice, ranging 
from the simple to the highly complex. Finally, usage of laykdrf techniques is 
inseparable from performance practice in general—^for instance acceleration is 
associated with increase in lay ratio, episodic structure with cadential patterns, 
and text use with the generation of rhythmic patterns. 
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A case study in rhythmic analysis: 
instrumental vilambit and madhya lay gats in 
the repertoire of Deepak Choudhury 
(Maihar Gharana) 

11.1 Introduction 

I will now apply the principles and theories outlined thus far in a case study, not 
only in order to back up my theoretical speculations with a more concrete 
example, but also to show how such analysis can shed light on issues of wider 
significance. I would like to suggest not only that it is possible to characterize a 
specific repertoire in considerable detail in terms of its rhythmic parameters; 
more importantly, that analysis can throw considerable light on issues of great 
importance to theorists and historians of Indian music, including the historical 
development of Hindustani music and the relationships between the various 
genres and styles. 

Oral tradition, of course, has a lot to say about these issues and others, and 
that tradition is often the most reliable, or even the only source of information. 
However, oral tradition (perhaps I should speak of traditions in the plural, since 
musicians are often at odds with each other, particularly over issues of history 
and authenticity) also has its limitations. To take but one example, the historical 
development of instrumental gat forms and their relationship to vocal forms is 
an issue of considerable importance to historians of Indian music. Most instru¬ 
mentalists have something to say about the subject, yet their testimony is almost 
invariably affected by the high status accorded to the voice in Indian musical 
tradition. Since the human voice is the pre-eminent musical instrument in 
India, and instrumental music derives its own prestige, such as it is, largely 
from the understanding that a solo instrument (such as the sitdr) is essentially 
a surrogate for the voice, instrumentalists are naturally inclined to stress the 
vocal elements (gdyakl) in their repertoires and play down the idiomatic instru¬ 
mental elements (gatkdri). 

I don’t mean this to sound unduly cynical—^without a doubt vocal models 
have indeed been amongst the most important sources of instrumental reper¬ 
toire—^merely to make the point that a historical investigation needs to find ways 
of complementing the evidence of the oral tradition. This is not, of course, the 
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only such issue on which light could be shed by rhythmic analysis: but my 
intention in this chapter is not to exploit every possibility for rhythmic analysis 
but rather to show by means of a single case study a little of what might be 
possible. 


11.2 The case Study 

This case study will concentrate on two important types of instrumental 
composition or gat, as performed by an eminent sitarist.^ The artist in question 
is Deepak Choudhury (hereafter referred to as 'DC’), a senior disciple of Pandit 
Ravi Shankar and hence a representative of the Maihar gharand^ and my 
teacher since 1985. 

The compositional forms under scrutiny are the madhya lay gat and the 
vilambit gat. In DC’s repertoire madhya lay (‘medium tempo’) gats are mostly 
set in tdls with structures which may be described as 'complex’ or ‘irregular’ (cf. 
§4.3). They are performed immediately after a full dldp. Vilambit (‘slow’) gats are 
set in the quadratic tintdl, and performed without an extended dldp. The per¬ 
former’s view, as expressed to me, is essentially that the logic behind the 
performance of these two gat forms in the repertoire of Maihar ghardnd artists, 
is that a complete concert performance should ideally comprise items derived 
from all three major gdyakfs or vocal styles, namely dhrupad, khydl, and thumri. 
Each of the gats under consideration is supposedly modelled on, or at least 
analogous to, important stages in vocal performances in the genres dhrupad and 
khydL 

This three-part principle was established by Ustad Allauddin Khan (d. 1972), 
the founder of the Maihar ghardnd, who built on earlier instrumental gat forms 
in so doing. The vilambit gat was developed using an extant form, the masTtkhdm 
gat (Chapter 8). The masTtkhdm gat was originally (i.e. from the eighteenth or 
early nineteenth century) performed at a moderate tempo; it was subsequently 
slowed down, and elements of khydl gdyaki incorporated.^ The type of madhya 
lay gat described here was created more recently, probably within this cen¬ 
tury; the inspiration for this was the perceived need to create a medium tempo 
form to complement the dldp, thus completing the ‘dhrupad ahg'^ {dhrupad 
component). 

The first segment of a sitdr recital by DC generally consists of dldp,jor, and a 
medium-tempo composition (the madhya lay gat). This sequence is derived from 

^ This chapter is based on an article published in the British Journal of Ethnomusicology (Clayton 
19936). 

^ For more background information on Maihar gharana sitar style, see Slawek (1987). 

^ According to Slawek, Ravi Shankar credits this development to both Allauddin Khan and the 
sitarist Rameshwar Pathak (1987:19). A similar development took place at roughly the same time 
(probably within the first half of the 20th cent.) in the ImdadkhanT sitdr ghardnd (see Hamilton 
1989:74,175). 

^ The terms dhrupad, khydl, and thumri ahg are also mentioned by Slawek (1987:20). 
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Table 11.1 The division of Deepak Choudhury’s sitdr repertoire into three angs 


ahg 

instrumental forms 

vocal ‘models’ 

dhrupad ahg 

a. extended dldp-jor 

dhrupad-^iyXe dldp 


b. madhya lay gat 
(medium tempo composition) 

dhrupad, dhamdr 


c. (optional drut gat, fast tempo 
composition) 

(optional fast dhrupad) 

khydlahg 

a, brief dldp (optional) 

MyaZ-style dldp (optional) 


b. vilambit gat 

(slow tempo composition) 

bard khydl (slow tempo khydl) 


c. drut gat (fast tempo composition) 

chotd khydl (fast tempo khydl) 

thumrT ahg 

a. dhm 

h. (optional drut gat) 

stylized folk tune; some 
thumrT influence 


the vocal genre dhrupad, in which the major rag development precedes the 
introduction of tal The second item comprises a combination of slow and fast 
tempo compositions, analogous to the bard- and chotd khydl, in which the main 
rag development takes place within the context of the slow tempo tdl; finally a 
lighter item {dhm) is performed, usually based on folk melodies and preferably 
incorporating some influence from thumrT gdyakL^ These relationships are set 
out in Table 11.1. 

The clearest connection between the respective instrumental and vocal forms 
is that described above, and illustrated in Table 11.1; DC’s dhrupad ahg and 
khydl ahg imitate the large-scale organization of recitals in their respective 
‘parent’ genres.^ Thus the vocal models provide a rationale for the arrangement 
of different elements in DC’s recitals, suggesting the appropriate performance 
order for the various instrumental forms. 

If the performer’s view is confirmed by analysis, one would expect to find a 
clear distinction between the performance style of the madhya lay and vilambit 
gats, and indications that the differences are not derived simply from the 
different tempi, but determined in some way by analogies with dhrupad and 
bard khydl. One would expect to observe distinctions in one or more of the 
following areas: the use of particular tdls\ the rhythmic structure of the gats; the 
techniques used in the improvised development; the ranges and patterns of 
change of both tempo and rhythmic density; and the style of drum accompani¬ 
ment. The approach of the study described here was to look at each of these 
areas in turn. My intention was to abstract rhythmic profiles of each gat type, 

^ The relationship between dhm and thumrT is discussed by Slawek (1987:21-2). 

® Although in practice a variety of sequences may be used, for khydl recitals in particular, the best- 
known archetype is arguably the one given in Table 11.1. Like DC’s khydl ahg, many khydl 
performances begin with a brief dldp (similar in style to that of dhrupad, but shorter and less 
thorough). 
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incorporating the most important rhythmic parameters, and then to compare 
these profiles, both with each other, and with those of vocal genres. 

The analytical techniques employed in this study combined appraisal of the 
sitdr performance—on the basis of a knowledge of Maihar ghardnd technique 
and style—^with an empirical analytical approach. The principal methods em¬ 
ployed were therefore: 

(a) Analysis of the tdl structure, taking into account both thekd and clap 
pattern. 

(b) Determination of the rhythmic structure of the gat, based on bol (stroke) 
patterns, and its relationship to tdl structure. 

(c) Analysis of the rhythmic structure of improvised passages (again, by 
means of reference to bol patterns), and correlation of these structures with 
those of the gat and/or of the tdl itself. This included recognition of idiomatic 
rhythmic techniques, such as various types of tihdis (triple repetitions), and 
analysis of their application, as well as consideration of the preferred rhythmic 
style. Rhythmic style is characterized in terms of two archetypes, named 'sylla¬ 
bic’ and ‘melismatic’. 

(d) Measurement of lay, in both its aspects as metric tempo and rhythmic 
density, with consideration for the relationship between the two {lay ratio). Lay 
charts were used to clarify patterns of acceleration, and these were correlated 
with formal schemes of the performances studied, to illustrate the relationship 
between changes in tempo and those in development technique. 

(e) Analysis of the style of percussion accompaniment. 

For this case study I analysed a representative selection of 6 madhya lay gat 
and 5 vilambit gat performances by DC, comprising both concert and commer¬ 
cial recordings. This study concentrated on each of the areas listed above in turn, 
and also correlated the different parameters in order to build up a picture of 
rhythmic styles. 


11.3 Results 

The results of these investigations are many and complex; those relevant to the 
specific questions under consideration are summarized below in six sections {tdl 
structure; gat structure; development procedures; lay; accompaniment style; and 
the correlation of rhythmic parameters), together with observations on their 
significance. 


11.3.1 ra/structure 

There is a clear distinction between the types of tdl employed in the two gat 
types. In madhya lay gats, DC uses a variety of tdls which are composed of 
vibhdgs of different lengths (e.g. 2 + 3-h2-h3 or 4 + 4 + 3). The most important 
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of these, according to DC himself, are the six listed in Example 11.17 In 
contrast, all vilambit gats are set in tmtal, in which all sections are the same 
length (4+4 + 4 + 4), as illustrated in Example 11.2. 

if^Mk 19:7 mStiSs, 3+2+2 

X/0 1 2 X/0 

tin tS. trkt dhin na dhin na tin 

matta til: 9 mitraSy 2+3+4 

XO 230 4560 X 

dha ghira naka ghira naka tita kata gadi gana dha 

jhi^rtil: 10 witiBS, 2+3+2+3 

X 2 0 3 X 

dhin na dhin dhin na tin na dhin dhin na dhin 

8awitil(caitilld8avii9:11 mahas, 4+4+3 
X 0 2 (3) X 

dlu trkt dhin na tu na kat ta dhidhi na,dhl dhina dhl 

dhamirtil: \4matras 5+2+3+4 

X 2 0 3 X 

ka dhi ta dhi ta dha -getitatitata - ka 

paficam sa^ til: 15 inatris, 4+4+4+3 

X 2 0 3 (4) X 

dhi na dhidhi kat dhidhi na,dhidhinatin-tra timmtikttinnakatta dhidhi na,dhi dhina dha 

Example 11.1 Tab used in Deepak Choudhury’s "dhrupad ang" madhya lay gats 

tintil: 16 matras, 4+4+4+4 

X 2 0 3 X 

dha dhin dhin dha dha dhin dhin dha dha tin tin ta ta dhin dhin dha dha 

Example 11.2 JTntal 

There are therefore clear distinctions here between many tab (in the madhya 
lay gat) and one tdl (in the vilambit gat), and between ‘complex’ and largely 
asymmetrical structures on the one hand, and a regular and symmetrical pattern 
on the other. The six main tab used in DC’s madhya lay gat appear to have been 
selected to fulfil a requirement for rhythmic complexity and diversity; there is 
also a (possibly significant) preference for a final vibhdg of 3 mdtras (also evident 

^ DC also occasionally performs madhya lay gats in a tal of 13 mdtras (jay tdl), and \Xi\-mdtrd tdls 
(e.g. split 4 + 4 + 15 ). thekds given here for matta, savdri, and pancam savdrt tdls are from tabid 
player Arup Chattopadhyay (personal communication). 
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in an alternative clap pattern for matta tdl, 4 + 2 + 3 rather than 2 + 3 + 4). 
Neither of these factors apphes to the vilambit gat, which is always set in tintdl 

The selection of tdls does not however present a clear picture of influence from 
vocal genres. The greater emphasis on rhythm in DC’s madhya lay gat is clearly 
evident in the greater variety and complexity of the tdls used, and this reflects a 
greater emphasis on rhythm in dhrupad than in khydl (although, in the case of the 
vocal genres this emphasis is not similarly reflected in a greater variety of tdls 
used for dhrupad). Of the tdls of DC’s madhya lay gat, jhaptdl, dhamar tdl, 
occasionally matta tdl and even rupak tdl may be used for dhrupad, and the two 
savdrT tdls for the associated genre of solo pakhdvaj (barrel drum) performance: 
however, the main dhrupad tdl, the \2-mdtrd cautdl, is conspicuous by its absence 
from this list. On the other hand although tintdl is employed for khydls, so too 
are other tdls (e.g. jhumrd tdl, ektdl) which are not used for vilambit gats. 
Moreover, clear distinctions between the types of tdl structures employed, 
such as those noted above, are not observed between dhrupad and khydl Overall 
therefore, evidence for the influence of vocal genres on instrumental forms in tdl 
use is limited. 

11.3.2 Gar structure 

In both gat types, the fixed compositions appear to be based on idiomatic sitdr 
patterns; however, they are organized according to slightly different rhythmic 
principles. Vilambit gats are ahnost invariably based on modified versions of the 
masitkhdni gat form, with a stereotypical bol pattern incorporating a S^mdtrd 
mukhrd. This pattern was apparently created by the sitdrist Mask Khan in the 
eighteenth century,^ and therefore pre-dates the influence of bard khydl on 
instrumental gats, which took place largely in the twentieth century (see Exam¬ 
ple 11.39). (Indeed the masitkhdni gat dates from a period before the fashion for 
very slow khydl performance had been established. There may have been a 
connection between khydl and the masTtkhdm gat at this stage (see Slawek 
1987:17), but it is not directly relevant to this discussion.) 

Most of DC’s madhya lay gats are based on the tdl structure itself, employing 
relatively simple bol patterns and generally with no overlap or syncopation 
across the vibhdg divisions, and show a preference for hemiola where the final 
vibhdg contains 3 mdtrds; rupak tdl gats are more likely to be syncopated, and 
usually have lines of two tdl cycles. DC has however developed a new type of gat 
in recent years which incorporates a l^-mdtrd mukhrd —thus apparently trans¬ 
ferring a feature of the vilambit gat to the madhya lay gat. Examples of these gat 
structures are given in Example 11.4, in jhaptdl. 

All the gat types illustrated in Examples 11.3 and 11.4 are clearly idiomatic 
instrumental forms; in the absence of text syllables, it is the patterns of strokes 
{bols) which form the basis of their rhythmic organization. The basic pattern of 

See Dick (1984:394), Miner (1990:34-5). 
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tbUSl: 16 mitras, 4+4+4+4 
(a) 

3X2 0 

12 ‘ 13 14 IS M I J 2 3 4 3 7 6 ^ Jo IT 

fjij nij-,u j ;^,j r] j j ,j j j 

din da din da ra da da ra, din da diri da ra da da ra 


(b) 


12 ' 13 14 15 


16 


12 3 4 


10 11 


XLj...xij:xiXtia„ij:i+x..4CLj j . n 


din da diri da^diri darn da da ra, diri da diri da ra da da diri 
Example 11.3 Examples of bol sequences for simple and elaborated masUkhdni gats 

jhqjtgl: 10 matnas, 2+3+2+3 
(a) a typical sam-to-sam pattern 


1 2 


3 4 5 


10 


J n, J J J |j j]|J i>,.j 


da diri da ra da da diri da* ra,da -ra 


(b) a mukhra-typa pattern 


^ J*3 J — i^ i-J -t j J J IJ SZ - 1 ^ 


-dara, da -ra da diri da ra da da ra,da 

Example 11.4 Two bol patterns for sitdr gats in jhaptdl (10 mdtrds) 
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the vilambit gat has been retained over some two centuries, and the decrease in 
performance tempo over this period has been compensated for by an elaboration 
of the basic pattern, which is particularly prominent in the mukhra (see Example 
11.3A which is taken from a vilambit gat performed by DC).^ Patterns for 
madhya lay gats are of more recent origin, and are clearly based in the first 
instance on the structure of the tdls. These have tended to crystallize into 
archetypal patterns, such as those cited above (Example 11.4). 

If the influence of vocal genres were to be felt, certain features of the ‘dhrupad 

g^ts might be expected to provide a connection with the typical dhrupad 
practice of setting cautdl compositions with a textual/melodic grouping of 
3 + 3 + 3 + 3 against a tal structure of4 + 4 + 2 + 2 (see Chapter 8). This is not 
the case—evidently, the influence of dhrupad does not extend into this type of 
contrametrical composition structure (indeed, DC does not use cautdl at all for 
madhya lay gats). In bard khydl compositions, the most prominent aspect of the 
rhythmic structure is the mukhrd, which is a feature also observed in the vilambit 
gat. However, since almost all fast tempo khydls, and many dhrupads and 
thumrTs, also feature mukhrds, we must be careful not to read too much into 
this feature. The use of the mukhrd does not necessarily imply the influence of 
bard khydl, especially as the masTtkhdm gat pattern appears to pre-date that 
influence. Another difference between bard khydl and the vilambit gat is in 
the adjustment of the mukhrd to slow tempi; in bard khydl as a general rule, 
the slower the tempo the fewer mdtrds the mukhrd takes up. In the vilambit 
gat the mukhrd always takes up 5 mdtrds; the slower the tempo, the more 
elaborated the pattern becomes. 

The structures of the gats themselves confirm their histories: the vilambit gat 
developed through adaptation of an earlier form, while the madhya lay gat was 
composed relatively recently on the basis of the tdl structure, and is at an earlier 
stage in its development. Once again therefore, evidence for the influence of 
vocal genres is less than overwhelming, although the analysis has been product¬ 
ive in other ways. 

11.3.3 Development procedures 

In both gat types, a rough distinction may be drawn between development 
techniques and procedures that are suited to a low rhythmic density and im¬ 
mediately follow the statement of the gat sthdyT (first section), and those that are 
suited to higher rhythmic densities and are therefore employed towards the end 
of the performance—although in practice no clear division is made. Since in the 
khydl ahg, rdg development occurs within the metred section, the melismatic 
vistdr^^ has an important place in the early stages of DC’s vilambit gat 

^ This example is transcribed from a vilambit gat by DC in rdg jaunpuri; there are many other 
possibilities. 

Vistdr is used in both a general sense, meaning ‘expansion’ or ‘development’ and—as here—^in a 
more specific sense to refer to rdg exposition in melismatic style. 
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development. At a comparable stage in the madhya lay gat, the technique 
employed by DC, loosely termed 'toda \ involves the generation of new rhythmic 
and melodic combinations based on material already introduced.^^ The vilambit 
gat vistdr is comparable to the vistdr in some styles of bard khydl; the todd of 
medium tempo compositions is, arguably, similarly analogous to the bol bant 
('text division’) procedures typical of dhrupad performance. 

At a later stage and at faster tempi, however, ekhard tdns (fast runs with one 
note per stroke) are performed in both gats. In vilambit gats the normal 'lay 
ratio’for is 8:1, with occasional bursts of up to 12: l.lnmadhyalay gatsihQ 
normal lay ratio for tdns is 4:1, with some extra-fast passages of 6:1 or even 
8:1. This reflects the preference for fast tdns in sitdr performances of all gat 
types; in vocal music they occur principally in khydl 
The transition from vistdr or todd through to tdns is smoothly effected in both 
cases, by means of a progression through various intermediate lay ratios—this 
progression is a notable feature of Maihar ghardnd style. In vilambit gats the 
progression from the point at which this ratio becomes clear (it is not in the early 
stages of vistdr) may be 4: l-(5: l)-6: l-(7: l)-8:1;^^ in madhya lay gats it would 
be 2: l-(5:2)-3:1“(7:2)-4:1 against a metric tempo twice as high as that of the 
vilambit gat. In both cases these levels are used in a more systematic way than in 
either khydl or dhrupad performance, and in fact such use is largely the result of 
influence from solo percussion repertoires and from South Indian music. The 
process of stepwise acceleration is an important feature of DC’s performance 
style, usually described as an aspect of laykdri. 

Other aspects of development technique may be considered, in addition to the 
preference for todd (emphasis on rhythm and stroke patterns, syllabic in style) or 
vistdr (emphasis on melody and fluid continuity, mehsmatic in style), or the 
common use of tdns and of South Indian-influenced 'laykdrf (stepwise acceler¬ 
ation). In any gat form, following the initial statement of the gat itself (usually in 
fact following the sthdyf or first section only), the improvised development is 
organized into 'episodes’ separated by refrains which consist of repeated state¬ 
ments of the first hne of the gat sthdyi.^^ 

Episodes of development may start from any point and in many different 
ways; a pattern is more discernible in the way in which improvised episodes end, 
and link back to the gat refrain. In all cases this transition from improvisation 
episode to fixed refrain is effected as smoothly as possible. In the vilambit gat, 
both vistdr and tdns link back either to the sam or to the start of the mukhrd. In a 
large proportion of cases this hnk involves a tihdi calculated to end on sam or 
before the mukhrd, or to elide with the start of the mukhrd. TihdTs are also 

Todd, like vistdr, has a range of senses. Specifically it refers to development based on stereo¬ 
typical feo/patterns which combine single and double strokes; more generally to any development in a 
syllabic style (as here). In DC’s madhya lay gat, todd refers to the generation of new rhythmic 
combinations, using melodic material already introduced in the foregoing dldp. There is a consider¬ 
able degree of overlap between the usage of the terms todd, vistdr and barhat. 

Lay ratios in parentheses are optional. 

Or in some circumstances the first line of the final section, the antard. 
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common in the madhya lay gat. In the case of simple gats which run sam-to~sam 
(see Example 11.4a), they generally end on sam itself; where the gat includes a 
mukhrd (Example 11.46) they more often conclude just before the mukhrd 
begins. 

The use of potentially complex rhythmic techniques such as tihdTs may suggest 
dhrupad influence, since there is generally more emphasis on rhythmic virtuosity 
in dhrupad than in khyal performance. However a comparison with dhrupad 
performance reveals that, as with the technique of stepwise acceleration (7ay- 
kdrV), the tihdiis employed far more in both gat styles than it is in dhrupad. This 
suggests that the main inspiration for this high usage of tihdis in sitdr gats also 
lies elsewhere. The most probable sources are the repertoires of the drums 
pakhdvaj and tabid, of the kathak dance and even possibly of South Indian 
music; in all these cases tihdTs are used extensively. 

Study of development procedures in these two types of gat thus provides 
evidence for the influence of the vocal models (in the distinction between 
techniques and styles of todd and vistdr); for mutual influence (in the use of 
tdns, a khydl feature, in the madhya lay gat); and for influence from other sources 
(the use of laykdrT, and of tihdTs). Although the evidence for the modelling on 
vocal forms is modest, the analysis once again highlights a number of other 
interesting issues. 

11.3.4 Lay 

Analysis of lay includes measurement of tempo (and characterization of 
patterns of variation), calculation of rhythmic density, and recognition of the 
relationship between the two. First, tempo ranges of madhya lay gats are con¬ 
siderably higher than those of vilambit gats, with maxima approximately double, 
as Table 11.2 shows. Measurements for rhythmic density are perhaps more 
interesting. In the early stages of the improvised development (immediately 
following the statement of the gat sthdyT), a calculation based on the number 
of bols (strokes) in each cycle^^ reveals that the average bol density is much lower 
in vilambit than in madhya lay gats (in fact, it is approximately half). This 
confirms that the rhythmic style of the former is more melismatic, as described 
above: one would expect that a more mehsmatic style would use fewer strokes 
per minute. 

By the second half of the performance however, rhythmic density levels are 
almost identical. The reason for this is that while the technique and rhyth¬ 
mic style of the performance are quite different in the early stages of the 

Tabid player Bikram Ghosh describes this style of improvisation—ending just before the 
mukhrd begins—as the ^muqdm^ style (personal communication). Muqdm means ‘halting place’. 

i.e. number of bols in cycle -r length of cycle (in secs.) x 60 = average bol density. 

At this stage maximum rhythmic densities were calculated by multiplying the metric tempo by 
the lay ratio (i.e. if tdns were performed with a lay ratio of 8:1 at a tempo of 60 MM, the maximum 
rhythmic density would be calculated as 60 x 8 = 480 bolsimm.). 
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Table 11.2 Tempo ranges for vilambit and madhya lay gats, as performed by Deepak 
Choudhury 

composition type 

range of tempo (MM) 


vilambit gat 
madhya lay gat 

32-92 

85-180 



development, in the latter stages they are basically the same; fast tans are 
performed. Figures taken from one example of each gat type are given in Table 
11.3. 


Table 11.3 Lay measurements for two gat performances by Deepak Choudhury 


lay indicator 

rag bhatiydr 
vilambit gat, tfntdl 

rag puriyd 

madhya lay gat, jhaptdl 

tempo 

43-82 MM 

89-160 MM 

average rhythmic density 

67-90 bols/rroR. 

110-185 bob/mm. 

(initial development) 



maximum rhythmic density {tans) 

290-656 bols/rmn. 

294-640 bok/n^. 


This pattern is not foimd in the vocal genres, since tans are exclusive to khyal 
In the later stages of a performance, rhythmic densities are higher in most khydl 
performances than in dhrupad, whereas they are very similar in the two gat 
forms. 

Acceleration patterns for the two gat types are remarkably similar; in the 
earlier part of the performance rhythmic density increases over a more or less 
constant tempo, in the latter the tempo increases by a number of significant, and 
clearly deliberate, increments. Patterns of tempo change are illustrated in Ex¬ 
amples 11.5 and 11.6 with respect to two typical performances, one for each gat 
type.^^ The patterns for vilambit and madhya lay gats are very similar to each 
other; they are derived from neither dhrupad nor khydl, although they are 
certainly more similar to those of khydl performances. Analysis of sample 
performances suggests that tempo in dhrupad performances does generally 
accelerate significantly, although never by clear and deliberate increments (see 
Chapter 6). Khydl performances often retain very steady metric tempi for long 
periods, but do often include stepped increases in tempo as well. This indicator 
gives useful corroborating evidence of the similarities in performance practice 
between the two gat types. Overall the results of the analysis of lay support the 
earlier findings—^that is, that while there are some indications of the influence of 
vocal forms, a number of other factors are equally important. 

The greater fluctuation in this chart (compared to Ex. 11.5) is caused by the greater sampling 
rate, since the error in timings is proportionally higher for the shorter and faster tal cycles of the 
madhya lay gat. 
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Deq)ak Choudhxiry, rag bhatiyar, tintal 



Example 11,5 Lay (metric tempo) chart for a vilambit gat performance of rag bhatiyar 
in tmtal, by Deepak Choudhury 

Deepak Choudhxiry, mg puriya, jbaptal 



Example 11.6 Lay (metric tempo) chart for a madhya lay gat performance of rag 
puriya in jhaptal, by Deepak Choudhury 

11.3,5 Accompaniment style 

The style of tabla accompaniment is almost identical in DC’s madhya lay and 
vilambit gats. The tabla plays the thekd in an elaborated form throughout, except 
when playing solos to the accompaniment of the gat sthdyT played as a refrain. 
This accompaniment style is similar to that of khydl, in which the thekd is used 
for a very high proportion of the performance, but with a greater allowance for 
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tabid solos. The only concession to dhrupad style accompaniment (as played on 
the pakhdvaj) is in a brief episode of sdth sahgat (‘synchronized accompaniment’) 
with which DC’s madhya lay gat performances are usually concluded. This 
feature is almost certainly included in order to imitate dhrupad practice.^^ 

11.3.6 Correlation of rhythmic parameters 

So far this discussion has focused on five distinct areas; tdl use and structure; 
gat structure; development technique and style; lay (tempo and rhythmic 
density), and the style of percussion accompaniment. Although it is convenient 
and effective to divide the analysis according to rhythmic parameters in this 
way, it must be emphasized that all these factors must necessarily be interde¬ 
pendent; and a change in one would be expected to have inevitable knock-on 
effects. 

Connections between the parameters are many. The simplest way for some of 
these to be illustrated is graphically, as in Examples 11.7 and 11.8. Using tempo 
charts as the base line, a second trace has been added, using the calculations of 
rhythmic density described above. Ahgned with these charts are fines illustrating 
the alternation of gat, improvised development and refrain in the sitdr part, the 
stage of performance and techniques employed including tihdfs, and the lay 
ratio. In this way, both the overall progression and acceleration process, and 
the episodic performance structure are made clear; so too are changes in tech¬ 
nique and laykdrT correlated with the measured changes in lay. Two charts are 
given here, one from a madhya lay gat (Example 11.7) and the other a vilambit 
gat (Example 11.8). 

These charts not only allow different rhythmic parameters to be correlated, 
they also graphically illustrate the similarities and differences between perform¬ 
ance styles. Not only are patterns of tempo and rhythmic density increase rather 
similar (except that the rhythmic density in the vilambit gat starts lower, yet 
reaches the same maximum); so too is the episodic structure of the performance, 
in which tabid solos intersperse development episodes. In both cases the sthdyT 
only is stated at the beginning, and the antard introduced after two episodes of 
development. Both performances start with one or two strokes per mdtrd (a 
similar lay ratio), and both end with very similar rhythmic densities (but with 
different lay ratios). Both feature at least two significant accelerations by the 
soloist (and the vilambit gat performance has several others due to the tabid 
player accelerating for his solo interludes). Both also last approximately the 
same time, although this is slightly misleading since vilambit gat performances 
tend on the whole to be a little longer than madhya lay gats. 

The differences are found in the more melismatic style of the vilambit gat 
(illustrated here through the lower rhythmic densities in the early part of the 

Some musicians believe that the selection of tabid bob in madhya lay gat accompaniment is, or 
should be, limited to those derived from the pakhdvaj, but this lies beyond the scope of this chapter. 
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Example 11.7 A correlation of rhythmic features of a performance of a madhya lay gat 
in rag puriya by Deepak Choudhury, in jhaptal 


performance), and the greater number of lay ratios employed here (due to the 
need to shift from a lower rhythmic density than the madhya lay gat to the same 
maximum). Surprisingly, given the otherwise greater emphasis on rhythm in 
the madhya lay gat, of these two examples the vilambit gat actually employs more 
tihdfs than the madhya lay gat. One possible explanation for this is that the cycle 
of jhaptal in the latter performance is so short (c. 4-6.5 secs.) that tihdis must 
either be very short, or they must cover more than one cycle, as does the ending 
nauhdr tihdu In the cycle of vilambit tfntdl on the other hand, there is enough time 
(12-22 secs.) for a substantial leading to either the mukhrd or sam, and this 
partly explains the high number counted. Therefore the comparison between the 
charts points to considerable similarity between the performance styles, besides 
confirming the significant difference in approach at the early stages of the 
development. 
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Example 11.8 A correlation of rhythmic features of a performance of a vilambit gat in 
rag bhatiyar by Deepak Choudhury, in tmtal 

A number of features are illustrated clearly in both charts. These include the 
association of the first significant increase in tempo with the switch to tans (in the 
case of the vilambit gat in Example 11.8, the acceleration actually follows the first 
burst of 8:1 tdns\ the use of a stepwise increase in lay ratio to raise the rhythmic 
density to a suitable level for fast tans, and the episodic structure common to 
both performances. Useful as these charts are however, they cannot illustrate all 
the important rhythmic parameters, nor can they illustrate connections with 
vocal genres. In order to compare a wider range of rhythmic parameters—^not 
only madhya lay versus vilambit gat, but also each of these versus its vocal 
‘model’, the most important parameters are set out in Table 11.4. 

In this chart the comparison may be made between the four columns, and it 
is clear that in several respects the gat forms do appear to correlate with their 
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vocal 'models’ (see rows 2, 3, 5, 14, and possibly 10, 15, and 16). However, 
in other cases the gats compare more closely with each other (see rows 7, 8, 9, 
12, 13 and possibly 15), or demonstrate the influence of some other source 
(such as South Indian music), or in some cases present a situation too com¬ 
plicated to be summarized simply (rows 4 and 11). In this way the search for 
correlations with vocal music not only provides evidence of exactly that, but 
also of mutual influence between the gat forms, of the independent develop¬ 
ment of instrumental music, and of the influence from other sources on both 
gats. 


11.4 Conclusions 

The aim of the case study presented here was to investigate the view that these 
two gat forms are modelled on two analogous vocal forms. Differences in 
performance practice were recognized and analysed, with a view to determining 
whether they may be associated with the influence of vocal genres (and not 
simply due to, say, the differences in performance tempo). Evidence to support 
DC’s contention on vocal influence included the difference in metric tempo, the 
presence of melismatic vistdr in the vilambit gat and the relatively syllabic style of 
the madhya lay gat, and the bol density calculations which confirm the more 
melismatic style of the slow gat. The use of the mukhrd in the vilambit gat, and 
the limited use of sdth sahgat in the madhya lay gat accompaniment, may also be 
cited as possible evidence for the influence of vocal genres. However, the areas in 
which the vocal genres most clearly exert influence are in the large-scale organ¬ 
ization (particularly in the fact that, as in khydl, rdg development in the khydl 
ahg is concentrated in the metred section); and in a greater emphasis on rhythm 
in the dhrupad ahg (although in several respects its realization is different from 
that in dhrupad). 

Against this evidence, however, must be set the use of tdns in both genres 
(reflected in the near-identical maximum rhythmic densities), extensive use of 
tihdis and of South Indian-influenced techniques, and a common accom¬ 

paniment style. These factors, and others such as DC’s recent introduction of 
mukhrds into his madhya lay gats, suggest both the diversity of influences 
brought to bear on the gat forms, and a powerful tendency to mutual influence, 
illustrating the difficulty for a creative artist in limiting cross-fertihzation be¬ 
tween theoretically distinct forms. 

It is clearly not the case that the gats are intended as literal imitations of the 
vocal genres. This is inevitable, since a number of factors would render imita¬ 
tions of vocal forms on the sitdr less than satisfying. The loss of the text and its 
meaning might be felt to diminish the music, unless it were compensated for—as 
it is here by a greater rhythmic complexity in both gat forms. Moreover, and 
perhaps more importantly, the severe lack of sustain of the sitdr relative to 
the voice means that this must be balanced by a higher rhythmic density; 
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consequently differences in rhythmic style between vocal and instrumental music 
are inevitable. 

The development of the vilambit and madhya lay gats as part of the khyal and 
dhrupad ahgs, respectively, has succeeded in generating diversity and rhythmic 
interest in the Maihar ghardna sitar repertoire. However, each of the gat forms 
has continued to develop, and various forces are felt which continue to influence 
that development, of which three are particularly important: (1) the retention of 
certain elements which suggest the influence of the vocal forms (as initially 
envisaged perhaps); (2) the inevitable cross-fertilization of techniques and struc- 
tmral elements between gats', and (3) the adoption of elements from sources other 
than the two stated vocal genres. The later historical development of these gats 
may be imderstood to a great extent as the result of the interaction of these 
factors. 

This study shows how investigation of the information available within the 
oral tradition can lead to a productive analysis. Although the main thrust of that 
tradition (at least in DCs interpretation)—that the difference in performance 
styles between the gats was due principally to their different origins in vocal 
forms—could only be partially confirmed, this undoubtedly remains an import¬ 
ant factor. The investigation also brought to light other factors contributing to 
the complicated pattern of historical development of these gats, such as mutual 
influence between the different forms, and influence from other quarters such as 
the percussion repertoire and South Indian music. As had been hoped, rhythmic 
analysis proves to be a powerful tool in this kind of investigation. 
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North Indian rhythmic organization in 
cross-cultural perspective 

12.1 Introduction 

I suggested earlier that any study of rhythm in a specific repertoire ought to 
generate observations which contribute to the development of rhythmic theory 
in general. In this light, a number of questions present themselves immediately. 
Might it be possible, by pulling together data and analysis from many different 
music cultures, to develop generally applicable theories of rhythmic organiza¬ 
tion, according to which each individual system is shown to have certain funda¬ 
mental features, expUcable in general terms? Could each rhythmic system be 
described in terms of general parameters founded on psycho-physiological uni- 
versals, with limits for each parameter determined locally? Or, on the contrary, is 
musical rhythm’s boundless diversity beyond the reach of such general or 
comparative study? 

These questions amount to more than idle speculation. If general and com¬ 
parative study of rhythm is impractical (and many ethnomusicologists will 
assume it to be so, unless and until the contrary can be demonstrated) then 
how can we develop widely applicable definitions of basic rhythmic terms 
such as tempo, metre, and even rhythm itself, let alone of more sophisticated 
concepts such as syncopation, polyrhythm, and polymetre? And, without clearly 
defined concepts and terminology, how can comparative rhythmic analysis 
proceed? There are clearly dangers in simply employing Western terms and 
concepts in the rhythmic analysis and transcription of non-Western musics— 
not least that it is doubtful whether the current state of Western music theory 
can adequately describe even the greater part of Western tonal music itself— 
and if general theories cannot be developed these problems will continue to 
plague us. 

With these issues in mind, I will now consider two interconnected issues— 
first, how does North Indian tdl, as described above, relate to metre in general; 
and secondly, how can a study of dldp contribute to an understanding of the 
phenomenon of Tree rhythm’ (and vice versa). 
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12.2.1 Six statements revisited 

I proposed in Chapter 3 a set of six statements regarding musical metre, which I 
hoped would serve as points of comparison with North Indian music. They were 
as follows: 

1. Much music (but not all) is organized with respect to a periodic and 
hierarchical temporal framework, in such a way that a cognitive representation 
of this framework may be generated in the mind of the listener. This organiza¬ 
tion and its representation are termed 'metre’. 

2. Metre can be said to exist when two or more continuous streams of 
pulsation are perceived to interact; these streams are composed of time points 
(beats) separated by durations definable as multiples of a basic time unit. Time 
points which are perceived as beats on more than one level are ‘stronger’ than 
those which are beats on only one level; metre can thus be regarded as necessarily 
hierarchical. 

3. Beats may be differentiated by stress and/or duration (i.e. they can be 
perceived as strong and weak, and/or long and short). 

4. The relationship between metre and rhythm has two complementary as¬ 
pects: metre is inferred (largely) on the basis of evidence presented by rhythm, 
while rhythm is interpreted in terms of its relationship to that metre. 

5. The inference of metre is a complex phenomenon which is influenced by the 
musical experience and training of the listener, and more indirectly perhaps by 
his or her general experience and cultural background. Consequently both 
metric theory and practice are culturally determined to a great extent, although 
they are ultimately founded on the same psycho-physiological universals. 

6. The cognition of metre appears to be dependent on one or more of the 
following factors: the extent of the perceptual present (determining that pulses 
are unlikely to be separated by more than 2-3 secs.); the function of short-term 
memory; and the ability to comprehend recurring patterns as single Gestalts 
which combine notions of stress and duration. 

If one compares North Indian tdl with metre in this general sense, what can 
this tell us? Before answering this question, it is worth quickly reviewing the 
complexity and ambiguity of tdl as conceived by North Indian musicians. Tdl 
has two main aspects, one as an abstract temporal scheme manifested through 
clap patterns, the other as a repeated rhythmic pattern represented by a thekd. 
Clap patterns manifest abstract temporal structures, defining the organization 
of a regular pulse into groups within a cycle. The history of theoretical specula¬ 
tion on tdl indicates that Indian musicians have long felt a clear conceptual 
separation between tdl (in this sense as an abstract temporal scheme) and 
rhythm. 

However, use of the thekd suggests that tdl is not a wholly abstract phenom¬ 
enon, since tdls are associated with concrete rhythmic patterns which can 
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be reproduced even outside their principal context. This suggests that in reality, 
a tdl may be simply a repeated rhythmic pattern with parameters of stress, 
timing, and timbre—a pattern perceived and remembered as a whole or Gestalt, 
perhaps in a ‘figural’ mode of rhythmic understanding. The importance of the 
concrete aspect of tdl {tdl as defined by stress patterns and their associated 
parameters), should not be obscured by the more abstract patterns outlined in 
theory. 

Kolinski’s Gestalt psychology-inspired concept of metre seems to apply to 
North Indian tdl, whether the latter is understood as abstract framework or even 
as a concrete rhythmic pattern. Tdl is a temporal framework acting as a back- 
groxmd for rhythmic design, just as Kolinski described metre. Lerdahl and 
JackendolFs theory of metre also seems to be applicable to tdl, which, as we 
have demonstrated, can easily be analysed in terms of their theory. The one 
significant allowance we have to make in so doing is for the possibility of 
the middle pulse level (the vibhdg or subsection) being irregular, as it is in 
jhaptdl —^an example, perhaps, of Indian musical culture applying different 
'well-formedness’ rules for metre. Better still perhaps, adopting London’s for¬ 
mulation—metre as a modular arrangement of beats rather than as the inter¬ 
action of pulse levels—this problem might be avoided completely. TaZ-boimd 
music is not only periodically organized, it is also structured hierarchically, and 
it is dfficult to avoid the conclusion that tdl has a good deal in common with 
Western metre. 

Comparing what we know about tdl with my six working statements on metre, 
we can make the following observations: 

1. Tdl establishes a periodic and hierarchic temporal framework (a form of 
metre). We may reasonably assume that a cognitive representation of that 
framework may be constructed by a listener (depending, crucially, on that 
listener’s knowledge and experience). 

2. Tdl, like metre, can be described in terms of the interaction of two or more 
streams of pulsation (in fact, usually at least three). One of these pulse levels 
may, however, be composed of a sequence of unequal time intervals. Beats on 
more than one pulse level are structurally important and are marked by hand 
gestures. 

3. Beats at the mdtrd level are equal (categorically equivalent) in duration; 
some are marked as initiating vibhdgs by hand gestures, and/or drum stress and 
timbre. If we regard the vibhdg as a beat, vibhdgs may be differentiated by 
duration and/or stress. 

4. As with metre, rhythm in Indian music is interpreted with respect to tdl. 
However, the inference of tdl is less subjective than that of metre in many other 
traditions, especially if the tdl structure is clearly illustrated by clap pattern and/ 
or thekd. 

5. The inference of tdl by musically uneducated listeners, assuming it can be 
inferred, would be at least as complex as that of metre in any other music 
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tradition. In the case of musically educated listeners, however, it can involve 
relatively simple procedures—often simply the recognition of clap pattern and/ 
or thekd. 

6. The evidence of tdl practice suggests that the perceptual present and/or 
short-term memory may have some significance, in that cycles longer than a few 
seconds tend not to be counted out with hand gestures, and rely instead on the 
cueing function of various tabid stroke combinations. However, the idea that the 
cycle or period should be limited to a few seconds is not borne out; Indian 
musicians seem happy so long as mdtrd and perhaps vibhdg pulses are directly 
perceptible, leaving the dvart (cycle) to be consciously conceived with the aid of 
memory. Shorter patterns seem to be more amenable to direct, figural under¬ 
standing, as one would expect. 

It appears overall that North Indian tdl functions in many ways rather like 
metre in Western music, creating a periodic, hierarchic framework for rhythmic 
design. Perhaps the simplest way to state the relationship between tdl and metre 
is to say that metre is an important aspect of tdl (i.e. that tdl includes metre), but 
that tdl is also a broader concept, involving dimensions not encountered in other 
metric systems. It is reasonable therefore to describe tdl as a kind of metric 
system. If, however, we wish to make cross-cultural comparisons we must take 
care to compare like with like—^much of the theoretical and conceptual para¬ 
phernalia of tdl are best compared only with similar constructions where these 
have developed in other cultures. 

There are two important respects in which metre as generated by tdl differs 
from metre in tonal music—^that it may have an irregular intermediate pulse 
level, and that it is usually determined absolutely objectively by convention. 
I have already described the former point as an instance of Indian music possibly 
applying different ‘well-formedness rules’ for metre than Western music. As for 
the latter, time signatures in Western music are determined by composers and 
generally remain fixed; nevertheless listeners are not obliged to interpret the 
metre of the performed music as written, and nor is their understanding or 
enjoyment of music always dependent on the ‘correct’ identification of 
metre—except perhaps in specific circumstances such as dances, where a particu¬ 
lar motor response is expected. 

In comparison with many other metric systems, tdl is pecuUarly exphcit—it is 
not simply an inherent quality of the music, to be inferred subjectively by the 
listener. If this were the case listeners might find two or more metric interpret¬ 
ations of a piece of music to be equally valid, an idea aUen to most Indian 
musical thought. In Indian music it is not imcommon for a musician to be 
employed primarily or even exclusively to keep tdl (this applies to the tabid 
player himself in some genres of North Indian music). Singers count out the tdl, 
members of the audience join them, and there is no choice or subjectivity 
involved in metric interpretation. To say that a piece of music is ‘in tdF is thus 
more than to say it is metred, on two main counts: 
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1. Tal is an explicit dimension of the music which must be established object¬ 
ively and unambiguously. 

2. Rhythm should be organized according to one or other authorized metrical 
pattern or tal 

These conditions in turn reaffirm something of the values of Indian music 
culture. I suggested in Chapter 2 that tal developed under the influence of 
music’s relationship with religious ritual, and how that relationship dictated a 
stress on the importance of time measurement. The significance of this is 
confirmed by the importance of the unambiguous establishment of metre, and 
of the authorization of particular patterns. 

12.2.2 Tal and the general study of metre 

As for what the study of North Indian tal tells us about metre in general, perhaps 
the most important point is that it is possible to develop a theory of musical 
metre with cross-cultural apphcability. There are enough points in common 
between the Western concept of metre, and the North Indian concept of tal, 
for us to be able to extract those points and use them to help build a more general 
theory of metre; where elements of individual systems appear to be unique (as 
above), they may be recognized as such. Thus, at least in a small way, it is 
possible to move towards a generally applicable metric theory, within which 
specific examples are each regarded as special cases. 

Were we to study different musics with a view to classifying rhythmic organ¬ 
ization as either metric, periodic (i.e. based on repeating patterns but without 
accentual matrices, as suggested by Arom), or non-periodic, the systems of 
several other traditions would no doubt fall into the first category (such as, for 
instance, much music of the Middle East and South-East Asia). There is little 
doubt, also, that each would present unique features, while the shared nature of 
at least some of the aspects of metre described here would confirm the cross- 
cultural applicability of the concept. 

More specifically, there are a number of areas in which a study of tal may 
clarify issues in general studies of metre. First, it sheds light on the idea that the 
relationship between rhythm and metre is analogous to that between figure and 
groimd in Gestalt psychology. At first sight North Indian music provides the 
clearest possible endorsement of this view, in that Indian musicians clearly 
separate rhythm and metre (tal) conceptually; tdl is an abstract framework 
primarily constructed in the mind of the performer and represented by a clap 
pattern and/or a thekd (from which it may in turn be reconstructed by a Ustener), 
while rh 5 l:hm is understood and interpreted in the context of this framework. 

There are some problems with this separation, however, which should be 
noted here. For instance, a thekd is a rhythmic pattern used to represent or 
signify a tdl (and hence a metre)—since it performs this function, it comes to be 
identified with the tdl. Thus what signifies tdl comes to embody tdl, and there can 
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in practice be no clear separation between the two levels. Thus both the separ¬ 
ation of rhythm and tal and the abstract nature of the latter may be compro¬ 
mised by the use of the thekd, A similarly intimate relationship between rhythm 
and metre is found in many musics, to the extent that often a metre cannot be 
conceived as distinct from the rhythmic pattern which represents it; metre is 
therefore, paradoxically, both conceptually distinct from rhythm and an aspect 
of rhythm. 

Secondly, this study confirms the crucial importance of tempo in the function¬ 
ing of metre. Metre is formed by the interaction of pulse levels, and it is probable 
that particular pulse levels may be assigned certain fimctions in the cognitive 
representation of metre. Metres can be accelerated or decelerated, but if tempo is 
changed beyond certain limits then the functioning of the metre must be dis¬ 
turbed, The function of individual pulse levels, as I have shown, may change, 
and pulse levels may become obsolete in the cognition of metre, or new levels 
come into play. I have demonstrated this in North Indian music, and I have no 
reason to suppose that similar phenomena do not occur elsewhere. 

A third area where the study of Indian music can assist development of a 
general theory of metre is in the important role of theory. North Indian music is 
a good example of a metric system which clearly could not exist in its present 
form, if it were not for the contribution of theory to the development of practice; 
nor could many of the metric structures employed in North Indian music be 
intuited by listeners who had no access to that same theory. Thus theory is 
not only something which describes tdl, it is part of the very fabric of tdl and 
cannot be dissociated from it. Theory plays a role in assisting the cognitive 
representation of complex structures, and creates possibilities for developments 
in practice. 


12.3 Free rhythm and music without tdl 

12.3,1 Free rhythm and dldp 

If the study of tdl should contribute to a general theory of metre, the same could 
be said of dldp and so-called Tree rhythm’—^in other words, the temporal 
organization of music without a clear metric structure. As I suggested in Chapter 
7, there are numerous other musical styles around the world described as free 
rhythm, which appear to exhibit none of the qualities of metre (i.e. whose 
rhythmic organization is neither periodical nor hierarchical); such musical tradi¬ 
tions have tended to be somewhat neglected in the Uterature of ethnomusico- 
logy, although interest in this field has increased in recent years. 

My first task here is to clarify the sense in which I use the phrase Tree rhythm’. 
In the terms I have been using up to this point, Tree rhythm’ complements not so 
much our narrow definition of metre, but a wider sense including both metre and 
other types of pulse-based periodic organization (such as that described by 
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Arom; for an extended discussion of this topic see Clayton 1996). A common- 
sense definition of ‘free rhythm’ as ‘the rhythm of music without metre’ would 
thus translate more precisely as the rhythm of music without pulse-based peri¬ 
odic organization—in other words, free rhythm may or may not have a simple 
pulse, but whenever this pulse is organized periodically, rhythm cannot be 
described as ‘free’. 

This definition of free rhythm may be clarified with reference to the graphic 
illustration in Example 12.1. All music has ‘rhythm’; some but not all has a 
perceived pulse; of this ‘pulsed’ music some but not all has this pulse organized 
periodically; and some but not all forms of periodic organization may be 
described as ‘metre’.* According to our definition, the term ‘free rhythm’ applies 
to the area shaded in the Example 12.1. 


music 



Example 12.1 The organization of rhythm in music. The shaded area is referred to as 
‘free rhythm’ 


12.3.2 Free rhythm and metre in music without tsl 

I am not in a position to make sweeping generalizations about the organization 
of Slap on the basis of only my own brief studies and those of Widdess (which to 
my knowledge are the only such analytical studies to date). These studies do, 
however, suggest a number of insights which deserve further investigation. 
Among these are the following: 

1. That the well-known tendencies to subjective imposition of a pulse, and 
subjective grouping of a perceived pulse, in rhythm perception seem to have 
wider implications. In music such as the first stage of Slap, where (it is generally 

' Since almost nothing is known about the temporal organization of music without consistent 
pulse, it cannot be ruled out that some form of periodicity may be detected in such music. In this 
event, all subsequent references to ‘periodicity’ in this chapter should be read as ‘pulse-based 
periodicity’. 
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affirmed) performers’ and listeners’ concentration should be on 'pure melody’ 
without the 'distraction’ of rhythm, it is actually rather hard to play or sing in 
such a way that no pulse is perceived. It seems likely that, in many cases at least, 
this is achieved by the performer actually keeping a pulse (in some cases, 
perhaps, unconsciously), but {d) making the pulse as slow as possible, and {b) 
using syncopations (i.e. playing off the beat) to the extent that the beat cannot be 
(or generally is not, at least) perceived. Pulse rates determined for dhrupad alap 
by Widdess, of around 1.65 secs. (1994:67), are close to the limits suggested by 
psychological research before 'pulses’ begin to appear disconnected from one 
another. It may nevertheless be possible to sustain performance completely 
without pulse, concealed or not, for several minutes, if the durations between 
(potentially) rhythmic events is kept sufficiently high. 

2. Alap seems to fluctuate between more or less 'pulsed’ rhythm; as Widdess 
suggests, moments perceived as being particularly 'free’ may be those of particu¬ 
lar melodic significance or complexity, in other words exactly those moments 
when one would least want the 'distraction’ of rhythmic regularity (1995:86). 

3. Human beings may, as Condon suggests, tend to organize any activity 
according to a hierarchy of temporal levels, levels which may be related either to 
the frequency of particular brain-waves or to other cognitive or neurological 
functions. I would suggest that this tendency to organize activity hierarchically 
may typically extend beyond the kind of short durations considered by Condon. 

The limited evidence of the example I presented in Chapter 7 may suggest that 
in rhythm at its slowest and most 'free’, musical events, figures, or gestures tend 
to fall within a time-span of 2-3 seconds; longer gaps between the initiations of 
new gestures (up to 4 or 5 secs, perhaps) may be perceived as 'breaks’ marking a 
higher hierarchical level—^a sequence or phrase perhaps. These figures seem to 
be broadly similar, both in Widdess’s examples where he does detect a pulse, and 
in mine where I do not. We do not have enough, or sufiiciently detailed analyses 
to suggest mean or maximum durations for such sequences, but the evidence of 
my and Widdess’s figures could be read as hinting at a range from around 10 
secs, up to 20 secs, or even a little more. These temporally identifiable sequences 
seem to correlate with logical ‘episodes’ of melodic development, which are 
themselves organized into sections, and those sections into the greater sections 
of vilambit, madhya, and drut alap or alap and Jor, which would typically last at 
least 10 minutes, and sometimes considerably longer. 

4. In 'free rhythm’ music in which text plays a role, I would expect the 
structure of the text (both phonetic and semantic perhaps) to be an important 
factor in controlUng the temporal organization. Where text is not a factor, as in 
most alap, controlling factors seem to include physical constraints (such as the 
length of a breath, or the decay of the vibrations of a string); the logic of melodic 
development; and factors such as the limits of the perceptual present and short¬ 
term memory, and (perhaps) other cognitive or neurological functions. 

I must reiterate that much of this is speculative, but it does nevertheless hint at 
what may be principles for the organization of rhythm which can operate either 
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independently, or in conjunction with a pulse or metrical framework. These 
principles might be called gestural or figurative, and contribute to the ‘grouping’ 
structures which Lerdahl and Jackendoff insist on separating from metric hier¬ 
archies. If this can be demonstrated, then their position will be vindicated, and 
the commonplace assertion that ‘metre organizes rhythm’ may assume a greater 
significance. The frequent assertions that metre can and should be conceptually 
distinct from rhythm (although dependent on it), the two-level analyses of 
Lerdahl and Jackendoff, the Indian conceptual separation of tal and rhythm, 
and Bamberger’s suggestion of two modes of rhythmic tmderstanding (figural 
and metric), all seem to me to point in the same direction. The suggestion that 
forms such as dlap represent the situation where the metric level is either weak or 
absent, with grouping hierarchy only and rhythmic comprehension almost 
entirely figural, is—although not proven—^an interesting one. 


12.4 Tdl, metre, and free rhythm—summary 

It should be clear that in neither the case of tdl and metre, nor in that of dlap and 
free rhythm are the two sets of categories identical. Tdl, although related to the 
concept of metre, is more specific and needs to be regarded as a special case 
within the latter’s general category: consideration of the special qualities of tdl 
has helped clarify some of the quaUties implied by the other term. There is some 
doubt whether all dlap can be regarded as unpulsed ‘free rhythm’, while some if 
not all jor would certainly qualify, according to most definitions, as metred. 
Studies of dldp and of the processes of gradual rhythmic and metric definition 
and acceleration can be used to shed light on general issues of ‘free rhythm’, and 
the boundaries between free rhythm and metre. Example 12.2 clarifies the 
relationship between Indian and Western categories with respect to the stages 
of dhrupad performance (and their instrumental equivalents). 


instrumental 

dhrupad 

alap 

vilambitalap 

jor 

madhya alap 

jhala 

drutalap 

gat 

bandii 

Western 

Indian 

‘free rhythm’ 




no til 

metre 

til 


Example 12.2 Four stages in complete performances of dhrupad and instrumental 
forms, described in terms of Western and Indian rhythmic categories 

The subjectivity of rhythmic interpretation is once again a key point here. If 
metre is a quality inferred by the listener, then it is questionable whether any 
piece of music can be objectively said to be in a particular metre. Even in rdg 
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music, a piece in jhaptal will not always be perceived to be in a 10-beat metre—it 
is more than possible that a listener could fail to recognize this level of period¬ 
icity and hear the rhythm in relation to a simple pulse, or a binary alternation of 
pulses. Conversely, the music Atom suggests is not organized around a regular 
accentual matrix coidd still be heard as metrical by a listener who subjectively 
imposed such a framework. 

Nevertheless, in many cases a particular metric interpretation is overwhelm¬ 
ingly more likely than any other (or none). This is all the more relevant when 
listeners—^by listening, and particularly in the context of a social musical event— 
are effectively taught to interpret music in a particular way (as, for instance, 
where a particular style or piece of music has a dance associated with it). Tal 
presents a special case in that a particular metric interpretation can generally be 
said to be ‘correct’ rather than simple ‘more likely’ or ‘preferred’: the listener 
who counts tdl differently does so incorrectly. 

I will conclude this study with a number of general points which I find either 
emerge from or are confirmed by this study of North Indian rag music. 

1. The rhythmic organization of rag music seems to me to reflect not so much 
a unique Indian approach to music-making (and hence a dichotomy with respect 
to Western music). I see rag music as exploiting the same possibilities, and 
attempting to solve the same problems, as any other repertoire, but doing so 
in unique ways which produce rather distinctive sonic results. 

2. I have argued against the position that rhythm simply reflects deeper 
structural patterns in culture, or that it ‘represents’ a particular world-view. 
Rather, I see such patterns, as revealed by ideological assumptions in other 
domains of culture, as having an impact on music which can be at times direct, 
but is more often rather indirect and contingent. I see music-making as part of 
a continuous process of our engagement with the world and with each other, 
and ideologies being constantly reinforced and challenged as part of that 
process. 

3. The role of music theory in the evolution of music systems is often greatly 
underestimated. The example of metrical patterns in Hindustani music which (I 
argue) could only have achieved their present form as the result of an interplay 
between practice and theory over several centuries, is a case in point. Theory 
does not simply describe, or for that matter prescribe practice: it has a consider¬ 
able impact on the way people transform elements of repertoire which have been 
passed on to them, and therefore on the way repertoires change, often in ways 
which could not have been predicted. 

4. If different rhythmic systems are to be described as different solutions to 
the same problems, or of different ways of working within the same parameters, 
then this begs the question of what those problems or parameters may be. The 
literature suggests many candidates, from the ‘present’ to various aspects of 
memory; from a cerebral clock to a natural and spontaneous pulse rate; the 
significance of breathing and heart rate or of natural walking pace; thresholds of 
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perception and general Gestalt tendencies. Any (or, indeed, all) of these, and 
other psycho-physiological factors may be significant in setting limits for 
rhythm. I must conclude, however, that theory in this area still has a consider¬ 
able way to go. 

5. The apparent paradox of metre—^that it seems to be somehow independent 
of rhythm, and yet must be encoded in and decoded from rhythm—^is as relevant 
to Indian music as it is to Western music. Although there has been some debate 
between those, such as Lerdahl and Jackendoff, who would apparently separate 
metre and grouping structure, and others such as Hasty who would reassert the 
dependence of metre on rhythm, part of the solution is surely the recognition 
that (at least) two hierarchical structures may be decoded from the same sonic 
information. 

One of these is based on the recognition of pulse, and of its grouping (whether 
this is seen as the interaction of pulse levels or as a modular arrangement in 
which groups are not necessarily equal in duration), and may be termed metrical. 
The other is based on the (apparently) direct apprehension of musical Gestalts— 
notes, phrases, statements, gestures—and their hierarchical, quasi-semantic ar¬ 
rangement. These different types of hierarchy may be decoded from the same 
musical input, and not only that but they may be decoded simultaneously, and it 
would seem that the cognition of one type of hierarchy can influence the other— 
both together contribute to our sense of ‘the rhythm’ of a piece of music. Forms 
exist in which the perceived metric hierarchy is likely to be very weak or non¬ 
existent (so-called ‘free rhythm’); other repertoires exist in which the two hier¬ 
archies coincide to such a degree that many would argue the distinction does not 
have any relevance. 

6. It does seem that listeners are predisposed to discover both kinds of 
hierarchy, albeit perhaps with considerable individual and group differences in 
the ways that they do so. For instance, there appear to be cultural as well as 
individual differences in the priority given to various possible kinds of clues in 
the decoding of both kinds of hierarchy. A given piece of music does not simply 
have a given pair of hierarchies, metric and grouping. These hierarchies have to 
be inferred, and it seems that where, for instance, Indian musicians see the metric 
structure of a piece as being indicated by its drum pattern and (perhaps inaud¬ 
ible) hand gestures, others would be more inclined to infer metre from melodic 
structure and regard drum rhythms as decorative. 

7. Besides these considerations, rhythm is one of the domains within which 
ideas of repetition, recurrence, change, variation, and development are worked 
out. I am not the first to note that in any musical performance, aspects of both 
recurrence and change may be observed (I find Jonathan Kramer’s formulations 
of linearity and non-linearity particularly useful in this regard). A piece in which 
nothing recurs, and nothing is repeated, is a piece which is impossible to 
comprehend. We need to feel that ‘the same’ note recurred, the same chord, 
the same phrase or melody, the same rhythm or indeed the same beat of the 
metric pattern. Without sameness, without repetition, and without equivalence 
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classes, music cannot have (be assigned) structure and cannot make sense. 
Music, in fact, more than many other spheres of human activity, thrives on 
repetition. 

At the same time, music depends on change, whether conceived as contrast or 
variation. For there to be a 'same’ there also has to be a category 'not the same’, 
for A to make sense there has to be a B with which to contrast it (and perhaps a 
C, D, and E). Even the simplest imaginable piece of music has a contrast between 
'sounding’ and 'not soxmding’ or between 'louder’ and ‘less loud’. I see the 
interplay between same and different, recurrence and change as inescapable in 
music, but of course different repertoires work with such basic principles in 
different ways, theories explain them in different ways, those theories engage 
with other spheres of discourse, and so on. Where the dominant ideology values 
change conceived as goal-oriented development, music theory is likely to find 
the same things in music; and perhaps, ultimately, musicians will practise 
what the theorists predicted. Where the dominant ideas accept recurrence as 
part of the natural order, music theorists will be more likely to conceive of metre 
as recurrence and cyclicity. 

Both of these parallels have been drawn in the past, on the one hand between 
tonality and Enhghtenment ideology in Europe, and on the other between 
cyclicity and the Hindu conception of time in India. Both analogies make sense, 
and both are almost certainly relevant factors in music history. The error that is 
frequently made is to deduce that therefore Western music is teleological and 
develops, while Indian music is cyclical and recurs. I would argue that such a 
dichotomy cannot exist, because whatever theory says, change and recurrence 
must continue to be aspects of both repertoires. 

Similarly, there can be no dichotomy between form and process, although 
different ideologies may stress one or the other: form is what we remember, or 
consciously reconstruct, on the basis of a process of listening to music over a 
period of time. I would suggest that form is never as simply or neatly compre¬ 
hended in the act of hstening as an analytical chart can make it seem. Converse¬ 
ly, while Indian aesthetics may place more stress on the affect experienced at the 
moment of perception, as a result of the process of performing and listening, 
nevertheless memories and conceptions of'the piece’ or performance as a whole 
remain. 

I do not see rhythm as a neatly bounded musical domain, to be extracted and 
analysed in isolation; rather, I see a concentration on rhythm as one of many 
possible routes into the study of music, a route which is particularly likely to 
yield certain kinds of insights. Focus on rhythm should encourage us to con¬ 
centrate on the processes of music-making and listening, perception and cogni¬ 
tion, on music as a temporal act, on the performative, and therefore the gestural, 
embodied, and spatial aspects of music. To return to the description with which I 
began this book, I see musical performance in India (and in general, for that 
matter) as a rich and many-layered gestural dance, in which musicians make 
statements, appeal, instruct, or plead, relate to others, express their physical and 
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emotional beings and describe their environments. For music to make sense as 
music these gestures (and so on) have to be experienced in time, to mark duration 
and to impart a sense of regularity and recurrence. This, of course, has been the 
subject of this book. 



Glossary of Indian musical terms 


fK) indicates senses current in Karndtak (South Indian) music but not 

North Indian 

abhog 4th and final section of a dhrupad composition 

addha a form of ttntdl (16 mdtrds) 

adi a tal of 8 or 16 mdtras 

ada cautal a tdl of 14 mdtrds 

adrsta phala 'unseen benefit’ 

akar vocalization to the sound 'a’ 

aksar (1) syllable, (2) (K) beat 

alap (1) unmetred introductory movement, (2) quasi-free rhythm passage in khydl 
alapti see dldp, sense (2) 
amad approach, arrival 
anagat concluding before sam 

ang (1) subdivision of tdi dvart, (2) element of repertoire, (3) section of composition 
anibaddh unmetred 

antara 2nd or 3rd section of a composition 
aochar brief dldp (esp. instrumental) 
ar, an lay based on division into 3 

athgun ‘8 times’, i.e. with a maximum density 8 times the tempo 
ati- very; very much 
alSt concluding after sam 
avard, avart, avartan, avrtti cycle (of tdl) 
bahlava ‘diversion’, a variety of khydl improvisation 
baj playing style (used particularly of tabid players) 
bakra contrametric, i.e. not following the divisions of the tdl 
band bol tabid stroke without bass resonance 
bandis composition (esp. vocal) 
bansun flute (transverse, bamboo) 
bara great (used of slow-tempo khydl) 
barabar ‘even’, i.e. basic speed level {lay ratio) 
barahgun ‘12 times’, i.e. with a maximum density 12 times the tempo 
barhat development or improvisation, particularly that immediately following 
statement of a bandis 

bartta based on division into 9s (Banaras tabid bdj) 

bayl left-hand drum of the tabid 

bedam without a pause (used of tihdis) 

bhajan a kind of Hindu devotional song 

bhan bol tabid stroke with bass resonance 

bhav emotion, affect 

bln a stick zither (also called rudra vind) 

bol (1) song text, (2) mnemonic syllables indicating instrumental strokes 
bol alap dldp employing song text (esp. khydl) 
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bol banao embellishment of song text (esp. thumrf) 
bol bant (bat) manipulation of song text (dhrupad, khydl) 
bol tan tan sung to song text 
brahma tal a tal of 14 mdtrds 

cakkardar extended tihdi, each of whose phrases itself includes a tihdf 

cancar tal a tal of either 14 or 16 mdtrds 

Carnatic, Karnatak South Indian (music) 

caturasra (jati) based on division into 4s 

cartal ki savaii a tdl of 11 mdtrds 

caugun ‘4 times’, i.e. with a maximum density 4 times the tempo 
cautal, cartal a tdl of 12 mdtrds 

chand (1) poetic metre, (2) characteristic rhythm pattern associated with a tdl 

chegun ‘6 times’, i.e. with a maximum density 6 times the tempo 

chota small (used of fast-tempo khydl) 

cikan ‘punctuating’ strings, as on a sarod or sitdr 

cTz composition (esp. khydl) 

dadra (1) a vocal genre, (2) a tdl of 6 beats 

damdar with a pause (used of tihdXs) 

damaru (1) hourglass-shaped pellet drum; (2) a variety of yati 

derhl, derhgun ‘1 \ times’, i.e. with a maximum density 1 \ times the tempo (3:2) 

dhatu part (section) of a composition 

dhamar (1) a vocal genre, (2) a tdl of 14 mdtrds 

dhrupad a vocal genre 

dhun instrumental composition based on folk tune or vocal dddrd composition 

dipcandl tal a tdl of either 14 or 16 mdtrds 

divya sankirna based on division into 11 s (Banaras tabid bdj) 

drut fast (tempo) 

dnita a time unit in the mdrgd tdla system 

dugun ‘double’, i.e. with a maximum density twice the tempo 

ekgun ‘single’, i.e. with a maximum density equal to the tempo 

ekhara tan tdn comprising a chain of single notes (cf. todd) 

ektal a tdl of 12 beats 

farmais, -i commission, commissioned 

gamak ornament, ornamentation (partic. oscillation) 

gamak tan tdn utilizing prominent shaking or oscillation 

gana foot, group of syllables 

gandharva (1) ancient Indian music, (2) celestial music 
gat instrumental composition based on idiomatic stroke patterns 
gati bheda (K) stepwise increase in lay ratio, cf. nadai svara 
gatkan (of instrumental music) playing in an idiomatic style, i.e. not imitating vocal 
style 

gayaki (1) vocal style or genre, (2) instrumental music imitating vocal style 
gharana stylistic ‘school’ or tradition 
ghazal a genre of romantic song 
git a genre of light song 

git ang a term for division into 7s (Panjab tabid bdj) 
gopuccha, -a a variety of yati 
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guru (1) teacher or preceptor, (2) heavy or long syllable, (3) a time unit in the marga tala 
system 

haveli san^t ‘mansion music’, devotional singing closely related to dhrupad 
Hindustani North Indian (music) 

hori dhamar variety of dhamar sung during, and describing, the Holi festival 

iqval tal a variant of tintal (16 matras) 

jati ‘class’; for application to laykdri see Chs. 6,10 

jhala section of instrumental performance 

jhampak a term for division into 5s 

jhaptal a tal of 10 mdtrds 

jhulna a term for division into 7s 

jhunu*a a tal of 14 matras 

jor section of instrumental performance 

k^arva tal a tal of 8 mdtrds 

kal(a) time 

kalpa age, aeon 

karvai (K) rest or gap 

kathak North Indian classical dance genre 

khaff (1) tal beat marked by a wave, (2) tabla stroke without bass resonance 

khanda (jati) quintal, i.e. based on divisions into 5 

kharaj (1) bass (e.g. tabid), (2) drone 

khuH bol tabid stroke with bass resonance 

khyal a vocal genre 

ku- deficient, defective 

kuar (-an lay) based on division into 5s 

lag^ section of fast tabid improvisation, usually within thumrf performance 
laghtt (1) light or short syllable, (2) a time unit in the mdrgd tala system 
larant ‘fighting’ accompaniment, cf. sdth sangat 
lay tempo, rhythm 

lay bant diminution of a composition (esp. dhrupad) 

laykan rhythmic manipulation or variation 

madhya (1) medium (tempo), (2) middle section of a composition 

maha-ar based on division into 12s 

maha-kuar based on division into 10s 

maha-viar based on division into 14s 

manjha, manjha middle section of a composition 

marga tala the ancient tdl system 

masitkhani a type of gat 

matra beat, time unit 

matta a tdl of 10 beats 

nmd, mir glissando, portamento 

misra (jati) septimal, i.e. based on divisions into 7 

mizrab plectrum 

mohra (1) cadential phrase or anacrusis (cf. mukhrd), (2) part of tihdf 
mrdanga, mridaiiga (1) barrel drum (= pakhdvaj), (2) a variety of yati 
mrdangam (K) barrel drum 
mukhra anacrusis, particularly within a composition 
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muqam style of improvisation in which variations conclude at the beginning of the 
mukhra (rather than on sani) 
nad sound 

nadai (svara) see gati bheda 

naugun ‘9 times’, i.e. with a maximum density 9 times the tempo 
naiihar, nau Dha a tihdf each of whose phrases itself includes a tihai 
nibaddh metred 

nimesa moment, blinking of the eye 

nom-tom alap dlap sung to non-lexical syllables e.g. ta, na, re 
pad (1) song text, (2) text (usu. devotional) in free verse 
padma ar based on division into 11s (Banaras tabid bdj) 
pakhavaj, pakhavaj barrel drum 
palla phrase from which tihdf is formed 
pancam savari tal a tdl of 15 matrds 

paficgim ‘5 times’, i.e. with a maximum density 5 times the tempo 
panjabl tintal variant of tfntdl (16 matrds) 
paran composition type for the pakhdvaj drum 

paunedugim ‘ 11 times’, i.e. with a maximum density 11 times the (3:4) tempo (7:4) 

paunegan times’, i.e. with a maximum density | the tempo 

paunetigiiii ‘2| times’, i.e. with a maximum density 2| times the tempo (11:4) 

pipilika a variety of yati 

prastar permutation 

pratyavaya ‘ill effect’ 

qawaV a genre of Sufi devotional songs 

rag mode, melody type 

ras sentiment, aesthetic flavour 

razakhaiu a type of gat 

rupak a tdl of 7 mdtrds 

sadra a vocal genre 

sam beat 1 of a tdl cycle 

sama a variety of yati 

samnipata, sannipata a gesture (hands clap together) in the mdrga tdla system 
sancan 3rd section of a dhrupad composition 
sanklrna based on division into 9s 
sarangf a bowed lute 

sarhetigun ‘3 \ times’, i.e. with a maximum density 3 \ times the tempo (7:2) 
sargam solfege 

sarod a plucked short-necked lute 

satgun ‘7 times’, i.e. with a maximum density 7 times the tempo 

sath sangat synchronized accompaniment 

saval, savagun quintal, i.e. based on divisions into 5 

savarf see cdrtdl kf savdrf 

sidha ‘straight’, i.e. commetric 

silsila progression 

sitar a plucked long-necked lute 

sitarkhani a variant of tfntdl (16 mdtrds) 

srnkhala see silsila 
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srotovaha, srotovaha a variety of yati 

sthayi 1 st section of a composition 

sttltal, surphakta a tal of 10 beats 

tabla a drum pair 

tal metre, metric cycle 

tala dasa prana (K) 'ten vital breaths of taV 

tali beat marked by a clap 

tan rapid vocalization, or its imitation on melodic instruments 

tanpura a drone-producing long-necked lute 

tappa a vocal genre 

taraf sympathetic strings 

tarana a vocal genre 

thah see ekgm 

thapiya, thapiya pakhavaj equivalent of the theka 
theka diagnostic drum pattern associated with a particular tal 
thonk 'hammer’, a special stroke on the sitar 
thmnri a vocal genre 

tigun '3 times’, i.e. with a maximum density 3 times the tempo 
tihal, liya cadential figure comprising a phrase repeated three times 
tilvada a variety of tintal 
lintal a tal of 16 matrds 

tisra, traysra (jati) ternary, based on division into 3 
tJvra (1) sharp (of pitch), (2) a tal of 7 beats 
tiya see tihai 

toda instrumental technique featuring combinations of single and double strokes 
trikala(m) (K) ‘three speeds’, i.e. playing a phrase or composition at three different lay 
ratios 

upaj improvisation, development (esp. in dhrupad) 
vak speech, utterance 
vakra see bakra 

varna one of the four classes of ancient Indo-Aryan society 
vazan weight, emphasis 
vi- intensified 

viar (-an lay) based on division into 7s 
vibhag section of a tal cycle 
vilambit slow (tempo) 
visam (1) o^-sam, (2) a variety of yati 
visranti sthan resting place (i.e. tone) 

vistar development or improvisation, especially that immediately following statement 
of the bandis 

yyavastha organization, arrangement 
yati 'shape’, see Ch. 10 
zarb stroke, beat 
zikr verbal invocation 



Discography 


Amir Khan (= Ameer Khan) (vocal, khyal); ? {tabid) Rag Marva jhumrd tdl EMI 
EALP1253 [disc, n.dj. 

Amjad Ali Khan (sarod); Samta Prasad {tabid) Rag Nandkaims tintdl (drut) EMI 
EASD1348 [disc, 1970]. 

-Sukhvinder Singh Namdhari {tabid) Rag BilaskhanI TodT (dldp); Rag Brindabanl 

Sarahg tmtdl (vilambit) Navras NRCD 0027 [CD, 1994]. 

Bhimsen Joshi (vocal, khydl); Vasant Achrekar {tabid) Rag Durga tintdl (drut) EMI 
EASD1513 [disc, 1973]. 

Bidur Mallik (vocal, dhamdr)\ Prem Kumar Malik and Ram Kumar Malik (vocal), 
Ramji Upadhyaya {pakhdvaj) Vinod Mishra {sdrangi), Sundarlar (harmonium) Rag 
JaijaivantT dhamdr tdl Museum Collection Berlin CD17 [CD, 1993], 

BudhaditYA MukherJEE {sitdr)\ Anindo Chatterjee {tabid) Rag Puriya Kalyan tintdl 
(drut) Audiorec ACCD 1014 [CD, 1991]. 

Dagar Brothers [Aminuddin and Moinuddin Dagar] (vocal, dhamdr); S. V. Pat- 
wardhan {pakhdvaj) Rag Darbari Kanada dhamdr tdl EMI EALP1291 [disc, 1965]. 

Dagar Brothers [Nasir Zahiruddin and Nasir Faiyazuddin Dagar] (vocal, dhrupad); 
Bithaldas Gujrati {pakhdvaj) Rag JaijaivantT cautdl EMI EALP1334 [disc, 1968]. 

Deepak Choudhury; Arup Chattopadhyay {tabid) Rag Puriya jhaptdl Private tape 
(London concert 7 Sept. 1991). 

-Arup Chattopadhyay {tabid) Rag Tilak Kamod rupak tdl Private tape (Birmingham 

concert 17 Sept. 1991). 

-Kumar Bose {tabid) Rag BagesrT jhaptdl; Rag Bhairavl tintdl (vilambit) Concord 

05-011 [cassette, 1989]. 

-Swapan Choudhury {tabid) Rag Bhatiyar tintdl (vilambit) Concord 05-021 [cas¬ 
sette, 1991]. 

K. G. Ginde (vocal, sadrd); Aijun Shejwal {pakhdvaj) Rag Y^2i\ jhaptdl PSLP1365 
[disc, 1985]. 

Malikarjun Mansur (vocal, khydl); Rajshekhar Mansur (vocal), Balkrishna Iyer 
{tabid), Baban Manjrekar (harm.) Rag Yemeni Bilaval tintdl (vilambit) EMI PSLP 
1312 [disc, 1986]. 

-Nizamuddin Khan {tabid) Rag Marva tintdl (drut) Navras NRCD 0040 [CD, 1995]. 

Manilal Nag {sitdr); Sabir Khan {tabid) Rag Jogkauns tintdl (drut) HMV STCS 02B 
6189 [cassette, 1987]. 

Munawar Ali Khan (vocal, thumri); Raza Ali Khan (vocal), Tanmoy Bose {tabid) 
Rag Bhairavl sitdrkhdni tdl Audiorec ACCD 1003-5 [CD, 1989]. 

Nikhil Banerjee {sitdr); Swapan Choudhury {tabid) Rag Megh jhaptdl EMI 
EASD1377 [disc, 1972]. 

Pandit Jasraj (vocal, khydl); ? {tabid), ? (harm.) Rag Miyan-kl-TodT ektdl (vilambit) 
CBS/ Swarashree PJOOOl [disc, 1988]. 

L. K. Pandit (vocal, tappd); Deepak Nerurkar {tabid), Anant Rane (harm.), Dhruba 
Ghosh {sdrahgi) Rag BhsiixdiVl sitdrkhdni tdl CBS/ Swarashree LKPOOl [cassette, 1988]. 

Rashid Khan (vocal, khydl); Samar Saha {tabid) Rag Yaman tintdl (drut) India 
Archive Music lAM CD 1003 [CD, 1991]. 
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Ravi Shankar (sitar)\ Alla Rakha {tabid) Rag Khamaj ttntdl (vilambit) EMI 
ASD2341 [disc, 1967]. 

-Kumar Bose {tabid) Rag Gaud Sarang tlntdl (vilambit) Chhanda Dhara SNCD 

73688 [CD, 1988]. 

Sabri Khan {sdrangf), Kamal Sabri (w.), Sarwar Sabri {tabid) Dhun in Rag Mand 
dadra tal Audiorec ACCD 1018 [CD, 1991]. 

Shruti Sadolikar (vocal, khyal), Anant Krishna Kunte {sarahgT), Anindo Chatter- 
jee {tabid) Rag Miyan kl TodT tmtdl (drut) Nimbus NI 5346 [CD, 1992]. 

Shiv Kumar Sharma {santur); Shafaat Ahmed Khan {tabid) Rag Bhtipal TodT tintdl 
(drut) Music Today A91010 [cassette, 1991]. 

-Anindo Chatterjee {tabid) Rag Miyan Id Malhar jhaptdl (madhya lay) Navras 

NRCD 0032 [CD, c.1994]. 

Ulhas Kashalkar (vocal, khydl); Suresh Talwalkar {tabid), Govind Patwardhan 
(harm.) Rag Basant Bahar tintdl (vilambit) HMV STCS04B 7449 [cassette, 1990]. 

Veena Sahasrabuddhe (vocal, khydl); Vinayak S. Pathak {tabid), Pramod Marathe 
(harm.) Rag Sn rupak tdl Rhythm House 240 355 [cassette, 1987]. 

-Sanjay Deshpande {tabid); Sudhanshu Kulkami (harmonium) Rag Bhupal TodT 

tintdl (madhya lay) Navras NRCD 0031 [CD, c.1995]. 

C. R. Vyas (vocal, khydl); Trimbak Jadhav {tabid), Purushottam Walavalkar (harmo¬ 
nium) Rag Maluha Kedar tilvddd tdl CBS/ Swarashree CVOOl [cassette, n.d.]. 
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Ex. 

Details 
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1 


Sabri Khan (sdrarigT), dhun in rag mand, dadra tdl 
(extract) 

Audiorec ACCD 
1018 

2 

6.4 

Amir Khan, khydl in rag mdrvd, jhumrd tdl (extract) 

EMI EALP 1253 

3 

7.2 

Amjad Ali Khan (sarod), dldp in rdg bildskhdm todT 
(extract) 

Navras NRCD 
0027 

4 

7.3 

Amjad Ali Khan,7or in rdg bildskhdm todT (extract) 

Navras NRCD 
0027 

5 

8.1 

Dagar Brothers, dhrupad in rdg jaijaivantT, cautdl 
(first line) 

EMI EALP 1334 

6 

8.2 

Bidur Mallik, dhamdr in rdg jaijaivantT, dhamdr tdl 
(first line) 

Museum 

Collection 

Berlin CD 17 

7 

8.3 

Bhimsen Joshi, chotd khydl in rdg durgd, tTntdl 
(first line) 

EMI EASD 1513 

8 

8.4 a 

Shruti Sadolikar, chotd khydl bandis in rdg miydn kT 
todT, tTntdl (sthdyT only) 

Nimbus NI 5346 

9 

8.4 b 

Malikarjun Mansur, chotd khydl bandis in rdg 
mdrvd, tTntdl {sthdyT only) 

Navras NRCD 
0040 

10 

8.4 c 

Rashid Khan, chotd khydl bandis in rdg yaman, 
tTntdl {sthdyT only) 

India Archive 
Music lAM CD 
1003 

11 

8.5 

Malikarjun Mansur, bard khydl in rdg yemenT 
bildval, tTntdl (first line) 

EMI PSLP1312 

12 

8.11 

Ravi Shankar {sitdr), vilambit gat in rdg gaud sdrahg 
(first line) 

Chhanda Dhara 
SNCD 73688 

13 

8.16 

Deepak Choudhury {sitdr), madhya lay gat in rdg 
tilak kdmod, rUpak tdl (first line) 

private 

14 

8.17 

Deepak Choudhury {sitdr), mwMra-based gat in rdg 
puriyd, jhaptdl (first line) 

private 

15 

8.19 

Amjad Ali Khan {sarod), razdkhdmgat in rdg 
nandkauns, tTntdl (first line) 

EMI EASD 1348 

16 

8.20 

Manilal Nag {sitdr), razdkhdnTgat in rdg jogkauns, 
tTntdl (first line) 

HMV 02B6189 

17 

8.22 a 

Malikarjun Mansur, bard khydl in rdg yemenT 
bildval, tTntdl {mukhrd) 

EMI PSLP1312 

18 

8.22 b 

Pandit Jasraj, bard khydl in rdg miydn kT todT, ektdl 
{mukhrd) 

Swarashree 

PJOOOl 

19 

8.23 

Shruti Sadolikar, chotd khydl bandis in rdg miydn kT 
todT, tTntdl {sthdyT with variations) 

Nimbus NI 5346 

20 

8.24 

Deepak Choudhury {sitdr), madhya lay gat in rdg 
bdgesrT, jhaptdl 

Concord 05-011 
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Catalogue no. 


21 

9.1 

Malikarjun Mansur, bard khydl in rag yemem 
bildval, tlntdl (extract of bol dldp) 

EMI PSLP 1312 

22 

9.2 

Pandit Jasraj, bard khydl in rdg miydn kT todf, ektdl 
(extract of bol dldp) 

Swarashree 

PJOOOl 

23 

9.3 

Deepak Choudhury {sitdr), vilambit gat in rdg 
bhatiydr, tmtdl (extract of gat sthdyT and vistdr) 

Concord 05-021 

24 

9.5 

K. G. Ginde, sddrd in rdg khat jhaptdl (extract of 
bol bdnt) 

EMI PSLP 1365 

25 

9.6 

Munawar Ali Khan, thumrT in rdg bhairavT, 
sitdrkhdm tdl (extract of bol bando) 

Audiorec ACCD 
1003-5 

26 

9.7 

Veena Sahasrabuddhe, khydl in rdg srT, rupak tdl 
(extract) 

Rhythm House 
240 355 

27 

9.8 

Deepak Choudhury {sitdr), madhya lay gat in rdg 
bdgesrT, jhaptdl (extract) 

Concord 05-011 

28 


Amjad Ali Khan (sarod), vilambit gat in rdg 
brinddbam sdrahg, tlntdl (extract of tdns) 

Navras NRCD 
0027 

29 


Budhaditya Mukherjee {sitdr), drut gat in rdg puriyd 
kalydn, tlntdl (extract of tdns) 

Audiorec ACCD 
1014 

30 

10.8 

Veena Sahasrabuddhe, khydl in rdg srl, rupak tdl 
(extract, bol bdnt in tiguri) 

Rhythm House 
240 355 

31 

10.9 

Dagar Brothers, dhrupad in rdg jaijaivantl, cautdl 
{bol bdnt) 

EMI EALP 1334 

32 

10.10 

Shiv Kumar Sharma {santur), madhya lay gat in rdg 
miydn klmalhdr, jhaptdl {laykdri) 

Navras NRCD 
0032 

33 

10.12 

Deepak Choudhury {sitdr), madhya lay gat in rdg 
tilak kdmod, rupak tdl (extract featuring 'gopucchd 
yatf) 

private 

34 

10.13 

K. G. Ginde, sddrd in rdg khat, jhaptdl {tihdl) 

EMI PSLP 1365 

35 

10.14 

Nikhil Banerjee {sitdr), madhya lay gat in rdg megh, 
jhaptdl {tihdl) 

EMI EASD 1377 

36 

10.15 

Deepak Choudhury {sitdr), vilambit gat in rdg 
bhairavl, tlntdl (extract) 

Concord 05-011 

37 

10.16 

Bidur Mallik, dhamdr in rdg jaijaivantl, dhamdr tdl 
{nauhdr tihdl) 

Museum 

Collection 

Berlin CD 17 

38 

10.17 

Shiv Kumar Sharma {santur), drut gat in rdg bhupdl 
todl, tlntdl (final tihdl) 

Music Today 
A91010 

39 

10.18 

Deepak Choudhury {sitdr), madhya lay gat in rdg 
tilak kdmod, rupak tdl (extract) 

private 
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acceleration 88-9,108,174 
accent 69,160 

accompaniment style 111-12,182, 190-1 

adrstaphala 12 

African music 30-2,40-1 

akdr 107 n., 138,146,149 

akdrtdn 149 

aksak 40 

aksara 121,157 n. 

alap 9,94-103,203-6 

amad 141-2 

anacrusis 72, 116,127-32 
andgat 172-3 
ang 114 
anibaddh 43,95 
antard 113-14,132-3 
atU 172 
dvart 15,43,81 

bakra 160-2 

bandis 94-5,106,113-36 

barhat 138 

bartha 157 

bedam see tihdi 

bhdv 14 

bm 119 

bol 43^, 64,70,124,128,142-5,154,182 
boldldp 138^1 
bolbando 146-9 

bolbant 107,146-7,162-4,174,187 
bol tan 146,149 

cadence 168 

cakkardar, see tihdt 

Carnatic^ see South Indian music 

chand 53,156,162 

cheironomy 12; see also clap pattern 

cikdrX 102, 104-5 

ciZy see bandis 

clap pattern 46,61-2, 64-6,182,199 
see also cheironomy 
closure 24-5 
computation 176-7 
cycle length 87 
cyclicity 15-26,47, 71-3 

damdar^ see tihdt 
deceleration 89-90 

dhamdr 61, 89, 111, llh-17,123,133,157-8, 
169-72,174 
dhatu, see ang 

dhrupad 50, 88,94,95,109-11,114-6,133,159, 
169,172 


influence on instrumental gat 180-97 
see also bol bant; lay bant 
dhun 181 

episodic organization 93,108,205 
farmdis 111 

free rhythm 9,96-7,203-6, 206-10 

gamelan 30 
gana 121 
gdndharva 12 

gat 108, 111, 114,124-31,142-5,179-97 
madhyalay 128-9,134-5,180-97 
masXtkhdni 125-8,133,142-5,157-8,174-5, 
180-97 

razdkhdnX 129-131 
gatibheda 157n. 
gatkdrX 142, 179 
gdyakX 142,179 
gesture 2,4,23 
grouping 154 
guru 121^, 160-1 

havelisangit 65 
hemiola 135 

Hinduism 11,13,15,17-18 
hori dhamdr, see dhamdr 

iambic pattern 161 

ideology 7,10-13,17-18,22,26,207,209 
instruments: 
bdnsurX 124, 142 

pakhdvaj 44, 52,63,92, 103, 111, 172,191 n. 

santur 91 n., 142,165,172 

sdrahgX 124,142 

sarod 124,142 

sitdr 51,124,142 

tabla 44, 52, 63,92, 111, 177,191 n. 
isoperiodicity 31-2 

jdti {of lay) 77,156-7 
jhdld 86,96-7 
jor 96-7,103-6 

Kaldnidhi 12n. 

Karndtak, see South Indian music 

kdrvai 160 n. 

kathak 169 

khdlX 43, 62, 64-6, 70 

khdlX {band) bol 44 

khydl: 

bandis 117-20,123-4, 127, 131,133-5 
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Index 


khyal: (cont) 

development techniques and laykarl 
138-142,146,149,162-3,169,174 
formal organization 94-5,109-110 
influence on instrumental gat 180-197 
melismatic style in 50-1,53, 55 
tdl in bard/vilamhit 62-3, 67, 69, 72, 81 
tempo 88 

Korean music 161 n. 

laggi 89 n. 
laghu 121-4 
larant 111 

see also accompaniment style 
lay 44, 75-92,188-90 
jdti (classes) of 155-7 
lay bant 159,174 
lay ratio 154,157, 160,174,182 
laykari 14, 44, 46, 48-9,146,153-78,187 
linearity 21,23-6,208 

madhya (angX see manjhd 
manjhd 114,135 
mdrga tala 22 n. 
masTtkhdm, see gat 
matra 43,77-82,91,121^, 157 n. 
melisma 119,125 
melismatic style 50-2 
memory 36,201,205 
metaphor 19,22 
metre 28-42,199-203,206-10 
complex/irregular 39^1, 81,180; see also 
rhythm, additive 
verse 119-24 
mind 51,125 
mohrd 169 n. 

makhra 72-3,116-19,125,127-32,135,138, 
141, 168-9,184 
muqam 188 

nodal {svard) 157n. 
narrativity 23-4 
Ndtyasdstra 13, 77n. 
nauhdr, see tihdf 
nibadSi 43 
nom-tom dldp 107 n. 

pad 121 
palld 169 n. 
people: 

Abraham, Otto and Hombostel, Erich M. 
von 29 

Agawu, V. Kofi 30,32 
Alkutkar, Madhavarav Sankararav 166 
Arom, Simha 30-1, 40-1, 202, 207 
Bagchee, Sandeep 98 
Balslev, Anindita Niyogi 16 
Bamberger, Jeanne 34, 38, 206 


Baneijee, Nikhil 169-70 
Berendt, Joachim-Emst 5 
Berry, Wallace 20, 29 
Bhowmick, K. N. 51 n. 

Bird, William Hamilton 5 
Boral, Nimai Chand 157n. 

Brailoiu, Constantin 49 
Brower, Candace 36 
Chattopadhyay, Amp 183 n. 

Chaudhary, Subhadra 7n., 12-13,20, 53, 
123 a 

Childs, Barney 23 

ChoudhuryDeepak 103, 129,134-5,142-3, 
150-1,168,170,173,179-97 
Clarke, Eric 31 
Clothey, Fred W. 16 
Clynes, Manfred and Walker, Janice 38 
Condon, William S. 99,205 
Cooper, Grosvenor and Meyer, Leonard 69, 
159 a 

Dagar Brothers 109,116, 159,162-4 
Danielou, Alain 172 n. 

Delvoye, Francoise 121 n. 

Deshpande, Vamanrao H. 14-15, 33-4, 51 n. 
Deva, B. Chaitanya 15, 75 n. 

Dick, Alastair 114n. 

Dowling, Jay and Harwood, Dane 31, 36n., 
82 

Durr, Walther and Gerstenberg, 

Walter 36a, 82 
Ellis, Catherine J. 10 
Epstein, David 7,28 n., 34, 82 
Fox Straugways, Arthur Henry 37 
Fraisse, Paul 71 

Frishman, Marcie Lea 157 n., I60n. 
Gabrielsson, Alf 36 
Ghosh, Bikram 188 n. 

GindeK.G. 147,169 
Gottlieb, Robert S. 52 a, 53 a, 155,156 n., 
157,170a, 172a 
Gould, Stephen Jay 21 
Hamilton, James Sadler 114n. 

Handel, Stephen and Lawson, Gregory R. 

35 

Hasty, Christopher 19,33 
Hoffman, Stanley Brian 10 
Houle, George 82 
Imberty, Michel 23 
Inayat Khan, Hazrat 17 
Jasraj, Pandit 140 

Jones, Mari Riess and Yee, William 99-100 
Joshi, Bhimsen 117 
Khan, Abdul Wahid 51 
Khan, Afaq Hussain 156n. 

Khan, Ali Akbar 66 n. 

Khan, Allauddin 180 
Khan, Amir 51, 55, 85, 89 
Khan, Amjad Ali 100-6,130,151 
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Khan, Mask 184 

Khan, Munawar Ali 147-8 

Kippen, James R 156 n., 166 n. 

Kolinski, Mieczyslaw 30,77 n., 200 
Kramer, Jonathan 24-5,208 
Lee,H.K. 161 n. 

Lerdahl, Fred and Jackendofif, Ray 31-3, 
39^1,47,48 n., 78,103,200,206-8 
London, Justin 41,200 
Maharaj, Kishan 157 
Mallik, Bidur 86 n., 117, 157-9,171-2 
Mansur, Malikaijun 119-20,138-9 
Manuel, Peter L 67 
Martin, James G. 99 
Michon, John A. 35-6 
Misra, Lalmani 128 n. 

Mukheijee, Budhaditya 151 
Mursell, James L, 160n. 

Nag, Manilal 130 
Nijenhuis, Emmie te 22 n., 61 n. 

Pathak, Rameshwar 180 n. 

Poppel, Ernst 36n, 

Powers, Harold 37-8,72 n. 

Pressing, Jeffrey 21,99 
Qureshi, Regula 18 
Ranade, Ashok Damodar 68 
Ranade, Ganesh Hari 82 n. 

Ranade, U. and Chavan, K. 75 n. 

Rowell, Lewis 12-15,17,22,31,38, 50 
Sachs, Curt 37-9,78, 82 
Sadolikar, Shruti 134 

Sahasrabuddhe, Veena 110,141, 149,162-3, 
174-5 

Sanyal, Ritwik 97,172n. 

Scholes, Percy A. 145 n. 

Sen, Arun Kumar 34 
Shankar, L. 161 n. 

Shankar, Ravi 10,87,103,126,157-8,174-5, 
180 

Sharma, Shiv Kumar 165,172 
Snell, Rupert 152 n. 

Stewart, Rebecca M. 52-3,63, 82, 87 
Stone, Ruth 40-1 

Subramaniam, L. and Viji 87,128 n,, 

180n. 

Such, David G. and Jairazbhoy, Nazir 
Ali 121 

van der Meer, Wim 98 
Wade, Bonnie C 108 n. 

Widdess, Richard 38, 61 n., 97,204-5 
Yeston, Maury 159 n. 

Zuckerkandl, Victor 20 
periodicity 100,204 
see also cyclicity; isoperiodicity 
permutation, see prastdr 
pitch modulation 46, 67, 70 
prastdr 14, 154, 174 
pratyavdya 12 n. 


present, psychological 35-7,103,201,205 
process 13-15 
prosody 37,121-4 

psychology 30,160,200,202,205,208 
pulse 97-103, 204 

qavvdlT 18 

rag 14 

razdkhdm, see gat 
recurrence 19,21 
rhythm, additive/divisive 37-9 
rhythmic density 76, 81,86-7,91 
rubato 145 n. 

sadra 111,114,146-7,169 

sam 20,22 n., 43,70, 72-3, 81,135,145,172 

SangTtaratndkara 12n., 77n. 

sargam tan 149 

sdthsangat 111, 172,191 

sidhd 160-2 

silsild 152n. 

South Indian music 154,157,159 n., 160 n., 

161 n., 166, 169n., 172n., 174,187 
srnkhald 152n. 
sthdyT 113-4 
Sufism 17-18 
syllabic style 48-50, 153 
syncopation 135,154 

tactus 487n. 
tdl 

ddacautdl 58 
addhd 35, 59 
adi 58 
brahma 58 
cdhcar 35 

cdrtdl hi savdri^ see savdri 

cautdl 58, 63-4, 67, 69,116,119,121-2,164 

dadra 58, 67-70 

dhamar 58, 65, 68,117,123,158,171 
dipcandt 35, 58 

ektdl 57, 58, 62-3, 65, 67, 69, 80,140 
iqvdi 59 

jhaptal 35, 39,43-4,47-9, 58,68,81; 

examples 128-9,134-5,146-7,150-1,165, 
169-70,185; performance chart 192 
jhibnrd 58,62-3,67-8 
kaharvd 59,67, 70 
matta 57, 59,184 
pahcam savdri 59 
pahjdbi tfntdl 59 

rupak 59, 63-5, 67, 81; examples 129,149, 
163,168,173; performance chart 175 
savdri 59 
sitdrkhdni 59, 148 
siiltdl 59, 68 
tilvddd 59 
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tal icont) 

ttntal 35, 59,62,65,71-2,125-7; 
examples 117-18,120,130, 134,139, 

143,158,170; performance charts 175, 
192-3 

tfvrd 59, 67 
tala dasa prana 166n. 
tall 43 

tan 146,149-151,154, 187 
see also bol tan, dkdr tan', sargam tan 
tar and 169,174 
tempo 75-92,203 
text distribution 119-24 
thapiyd, see thekd 

thekd 18,43,46, 51-6, 57-60,62-6, 70-2,162, 
202 

tkumrl 94-5,114-15,146-8 
tihdJ 168-73,176-7,187-8,192 
examples 144-5,150-1,165,168 


cakkarddr/nauhdr 170-2 
time-line 40 

time measurement 12-13,19, 60-1 
todd 150,186 
trikdla 159n. 

upaj 94 n., 146 

vakra, see bakra 
vazan 53 
vibhdg 43,140 

vistdr 14,137-8,142-3,154,186-7 
visam 172-3 
see also yati 
vyavasthd 109 

yati 154,166-8 

zikr 18 



